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PREFACE 




HE nature of this book is very simple and 
practical. It is intended as a guide to the 
enjoyment of an art which has not yet suc- 
ceeded in engaging public interest to the 
extent that it deserves. With the exception, perhaps, of 
the theoretical chapter, in which an attempt has been 
made to proceed beyond the explanation of the process 
to the elucidation of the principle, all subjects treated 
are matters of fact, and there is hardly any occasion for 
prefatory remarks. 

But there is one thing that I should like to say here 
at the beginning, as it has been said at the end. The 
book is virtually one on an art topic Yet it contains 
a chapter on * process ' work. Process work of all kinds, 
however, has nothing to do with art, and the Author has 
not intended to sanction the leniency of the general 
public, which bestows the honourable title of Art on 
every kind of picture, even oft heliogravures. 
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If explanations on ' processes ' have been included 
within these covers, these have been given less with a 
view towards interesting the reader in them, than towards 
enabling him to distinguish them from real graphic art. 

Without resorting to 'process' reproductions, the 
student of , Black and White art, to the study of which 
this book is a guide, need not lack opportunity of making 
himself acquainted with original work in all its various 
branches. In England both Universities possess excellent 
collections ; there is a smaller one at South Kensington, 
and a splendid one at the British Museum. Fortunately, 
too, for the enquirer, the Department of Prints is more 
accessible than the Reading Room, since the former 
dispenses with some of the formalities so strictly observed 
in the latter ; the collections are all well-arranged, and 
any desired print is readily found. 

The British Museum Print Room, as would naturally 
be expected, is strong in English mezzotints and English 
work generally, and of late careful additions have been 
made to the Italian prints. Generally speaking, every 
school and every century is fairly well represented ; but, 
unfortunately, there is an unwritten law which prevents 
the keeper from buying prints by living artists. This 
law is stricdy observed, with the result that complete 
collections of the best modern masters in Black and 
White will be impossible, and those examples which may 
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PREFACE vii 

be purchased after the death of the artists will have to 
be acquired at double or treble their original value. 

On the other side of the Channel we find a collection, 
equal in importance to that of the British Museum, in the 
Biblioth^que Nationale ; but as far as arrangement and 
convenience of the public are concerned, it will not be 
found nearly as serviceable as that in London. There 
are many other fine collections in Paris, notably that of 
Baron E. Rothschild — one of the best in the world for 
early engravings — but this, unfortunately, is very difiicult 
of access. 

At Berlin we find a comparatively new but very large 
collection. If its growth has been rapid, quality has not 
been sacrificed to quantity, for the means at the disposal 
of the directors have been large, and growth could go on 
quickly. Dlirer is well represented ; and amongst many 
other specialties, we may note the French illustrated 
books of the last century. Accommodation for students 
is good, and the elaborate catalogues will be found very 
useful to those allowed to handle them. 

At Amsterdam we find the largest existing collection 
of the works of that superb fifteenth-century High German 
engraver, the so-called Master of the Amsterdam Cabinet. 
Very little else, except examples of the Dutch masters, is 
to be found here, but under the new director the collection 
promises to become perfect in its own way. 
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Dresden has perhaps the largest and best-arranged 
collection of engravings by German masters of the 
fifteenth century ; it contains also a quantity of French 
eighteenth-century work. Nowhere can Seghers and 
Leblon be seen as well as here. The managers of the 
Dresden Print Room make a point also of collecting 
modern work as soon as it appears, and thus the 
Institution becomes one of living interest to the public. 
There is another collection in Dresden formed by the 
late King Frederic August II. This is also open to the 
public, and in many respects complements the collection 
in the Royal Print Room. 

Vienna owns the two great collections used by 
Bartsch for his important * Le peintre-graveur,' but these 
have not been brought up to date as regards arrange- 
ment. Here, as in Munich, want of means has prevented 
additions on a large scale to the fine original stock, and 
has also effectually hindered it from becoming serviceable 
in the way that it should have done. On the other side 
of the Alps, Print Rooms are not important ; and what 
there are, are almost invariably wretchedly managed. 

We have mentioned only a few of the most im- 
portant places where prints may be seen and studied. 
Almost every town which can boast a picture gallery, 
at least north of the Alps, has a department of 
Prints and Drawings ; and visitors in search of the 
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curious and interesting would be well repaid by a visit 
to them. 

But, after all, to evoke and further the study of Black 
and White art is only a secondary aim of our book. What 
we chiefly desire is to excite a love of prints ; and if we 
should succeed in inducing one man to start even a small 
collection of his own, we shall be better satisfied than to 
have caused a hundred to visit the Print Rooms. 
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INTRODUCTION 

IMONGST all the arts there is but one which 
has been fortunate enough to attain strong and 
lasting popularity with the general public ; 
that is the art of painting. Most persons in 
their desire for the Beautiful are satisfied when they can 
recall to their mental vision the frescoes of Raphael or 
of Michael Angelo, the works of a Bellini, a Titian, or 
some other of those magical canvases which masters 
of the brush in all ages have left to delight our eyes. 
Some few carry their aspirations a little further, and to 
the enjoyment of painting add also an appreciation of 
the beauties of sculpture. There may be a few, surely a 
very few, capable of obtaining an aesthetic pleasure from 
architecture ; but the training of the majority seldom 
carries them so far. If the representation in marble of 
abstract form and motion succeeds perhaps in evoking 
a little more than an antiquarian interest, architecture 
barely awakens the feeling that it is an art at all There 
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2 INTRODUCTION 

are some persons who will occasionally look at a building, 
but it will be on account of its size, or the practical 
manner in which it is arranged, or because of its historical 
associations, not because tney wish to carry away from 
it an impression of beauty such as they might receive 
from an oil-painting. An obvious reason for this want 
of popularity on the part of sculpture and architecture 
is that sculpture rarely tells a story and architecture 
never does so, while artists of the brush have cleverly 
adopted the expedient of story-telling as a means of 
attackmg the public in a weak spot. 

There is yet another branch of art which uses the 
same expedient of story-telling, and with a better right 
to it too, yet strangely enough it holds but an insignificant 
place in public esteem compared with painting. People 
like to look at a picture in black-and-white, but they do 
not rank printed pictures as high as painted ones — ^they 
do not, in fact, rank them as high as statues and build- 
ings. Yet the chances of Black-and-White should be 
the best of all the arts, since it is by far the most 
widely spread. In spite of this, however, it is just 
the one form of art about which the least is known. 
Notwithstanding the many assertions that have been 
made to the contrary, there are even now numerous 
artists — ^and by artists I mean painters — ^who confuse 
etching with pen-and-ink drawing, and who are unable 
to tell one style of engraving from another. Even a 
specialist newspaper belonging to the printing trade quite 
recently spoke of Hokusai's delightful coloured prints as 
' engravings on copper.' 

We live in an age that revels in natural and socio- 
logical science. People know a great deal about geological 
evolution, and trichinae, and the Australian ballot system, 
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and atavism, and numerous other things that nobody 
ever sees or cares about. But when you ask the same 
people to give an account of some of the productions of 
men, such as the black-and-white pictures they have 
daily before their eyes upon the walls or in books, you 
receive no answer. Of course, the reason of this is 
readily found. This branch of the Fine Arts needs 
explanation, while painting, for instance, does not. 
Almost everyone has at some time or other noticed 
a student copying an Old Master in a picture gallery, 
and has observed how he manipulates with his brush and 
colours. At the very least everyone has seen a house- 
painter or a man decorating the walls of a room. 
Virtually all proceed in like manner. Scarcely anyone, 
however, has seen a man engaged in producing one of 
the numberless prints to be found everywhere in the 
shops, in the papers, on our walls, or in the collector's 
portfolios. Their production remains a mystery that 
stands in the way of enjoyment, and thus it happens that 
the public takes a keen interest in one branch of the 
fine arts, wherein only a very few can be possessors, 
while another branch, the products of which thousands 
and thousands could buy and own, attracts but little 
interest 

In matters of science too we are at first ignorant ; 
but elucidations are heaped upon us. If it be a fact to 
be welcomed that every slight scientific discovery imme- 
diately calls forth a goodly number of explanatory 
pamphlets, then it seems to me that a book which tries 
to explain all about engraving should not be superfluous. 
Not one in a hundred thousand will ever have anything 
to do with Rontgen rays, wireless telegraphy, and the 
like, while it is not too much to say that every man and 
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4 INTRODUCTION 

woman in the civilised world see black-and-white pictures 
almost every day of their lives. 

Almost without exception they look at them blindly — 
in two ways. They will see, for instance, hundreds of 
half-tone blocks and never notice the screen before their 
attention is called to its presence. That is one way of look- 
ing at them blindly. They will look at them just as they 
look at oil-paintings, and that is the other, more serious, 
way of looking blindly at black-and-white pictures. Their 
beauties are not the beauties of oil-paintings, and if you 
wish to enjoy them you must train your eye to find their 
proper qualities, not to look, as it will unconsciously do, 
for the qualities of a painting. 

The object of this book is to try to help the reader to 
attain a double end. It will tell him all about the different 
methods of engraving, etc., noting their invention, ex- 
plaining their process, and enabling him hereafter to 
recognise at sight whatever manner of print he may have 
placed before him. Few people will g^ess how much 
this knowledge, that seems rather exoteric, when once 
acquired, will help towards a ready appreciation of prints 
and a growing interest in them. Furthermore, the attempt 
will be made, at least in a small degree, to offer an aesthe- 
tic guide — that is, to indicate what really are the beauties 
proper to black-and-white art, and in what manner we 
can reap most enjoyment from them. 

The amount of enjoyment to be obtained from Black- 
and- White is far greater than people would generally 
believe. I should like to insist that it is not only a 
matter of great moment to know something of the 
manner in which artists work, who are as great in black- 
and-white process as are artists in any other method, 
whether fresco, oil-painting, sculpture, or architecture, but 
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also that an intelligent acquaintance with their work 
brings us into delightful intimacy with the artists them- 
selves. 

The character of Durer is less clearly apparent in his 
paintings than in his woodcuts, of Mantegna less in his 
frescoes than in his engravings, and even of Rembrandt 
less in his canvases than in his etchings. In the case of 
Diirer his black-and-white work is unquestionably more 
beautiful and important than his paintings. The same 
may be said of Beham, of Van Dyck, of Claude Gel6e, of 
Goya, and others. Finally, there are masters like Callot, 
Nanteuil, Masson, M^ryon, whom we meet only in this 
field 

Some of these men have produced pictures in black- 
and-white as beautiful as the marbles of Greece or the 
paintings of a Velasquez. They even offer us some 
additional attractions over and above those that we find in 
the other forms of art. High art, so called, always keeps 
its distance. It may be looked at and admired, perhaps 
discussed, but that is all. When we once begin to look 
at prints, we fall into the habit of studying them. They 
are objects with which we may come into closer contact, 
which we may handle and fondle ; their art is one of 
intimacy and privacy. Often we seem to see a master at 
work when we follow him through a set of trial proofs. 
The manners and customs of an age are illustrated by 
prints infinitely better than by monumental works of art. 
It gives us pleasure to notice that our eye is being trained 
to detect differences, to recognise masters, to value the 
quality of an impression. 

Thus any one who will trouble himself to gain the 
information necessary to the understanding of prints will 
find that, in addition to the aesthetic enjoyment he has 
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derived, he has been awakened to many new interests 
which will henceforth ensure his partiality for this form 
of art. 

Perhaps mention should be made of the fact that a 
number of somewhat similar books to the present are 
already in the market, some of them very excellent. The 
important difference between them and my own is that 
they are addressed to quite a different class of readers. 
They are written by professional etchers for amateurs, 
to whom they explain all the tricks of the trade, 
bestowing a deal of practical advice and giving an 
amount of detail that would weary the general reader. 
Besides, they discuss only the methods in vogue now, 
and tell the reader nothing about obsolete processes. 
The present volume is meant for the man who wants to 
enjoy and understand the prints already in existence, not 
for him who wants to try his hand at making new 
ones. 




CHAPTER I 

THE THREE DIFFERENT KINDS OF PRINTED PICTURES 

HERE are three different kinds of printed 
pictures : 

Relief prints, 
Intaglio prints, and 
Plane prints. 
In relief prints all the lines of the design stand out 
in relief, while the spaces which are to appear white in 
the picture are cut away, as in type. 

In intaglio prints the lines which are to print black 
are sunk below the surface, which is to remain white. 

In plane prints lines and white spaces lie iipon the 
same surface. The printing here rests upon chemical 
action, the lines being made to attract the ink while the 
spaces are treated so as to repel it. 

Roughly speaking, woodcuts constitute the first class, 
engravings upon copper the second, and lithographs the 
third ; but it must be remembered that the material upon 
which the picture has been worked is not an essential 
part of the distinction. Metal has been used in place of 
wood ; zinc, steel, or even wood, in place of copper ; zinc 
and glass instead of stone. The names of the processes 
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were in use before such substitution of material became 
common, and thus have come to be applied generally, but 
they do not specify the vital differences of the three 
classes. We will proceed to treat of them in the order 
given, which is at the same time the order of their 
invention. 
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THE RELIEF PROCESSES 

HE relief process allows virtually of only two 
methods of work, the choice being dependent 
upon whether the woodcutter (we will use this 
customary designation for shortness) works his 
design from white to black, or from black to white. 

In the former case, he takes a block of some hard 
wood, like cherry, pear, preferably box- wood, sawn length- 
wise like a plank out of the tree, about an inch thick, with 
a plane surface of sufficient size. Upon this he draws his 
design in simple line. Should he have to copy an 
existing design he must take care to reverse it, which he 
can do by drawing it as seen through a looking-glass. 
Existing designs can also be easily transferred by means 
of tracing paper ; if soft leadpencil, chalk, or sanguine 
has been used the drawing need simply be damped, 
placed face downward upon the whitened surface of the 
block, and the back of the picture carefully rubbed with 
a paper knife. This at once reverses the design, so that 
it comes out right in printing. 

As soon as the whole design is on the block the 
woodcutter takes various tools and cuts away all the 
space left white between and around the lines. Where the 
spaces are large he will have to cut deeply ; where they 
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are small, as between different lines of close shading, he 
will not have to cut to the depth of a sixteenth of an inch. 

By this means all the lines are left standing out in 
relief. This is the old method of woodcutting, and is 
called black-line work. 

Chiaroscuro woodcuts, done in surfaces instead of 
lines, offer in principle no difference to this method, for 
the surfaces are in reality nothing but irregularly 
distended lines, and the woodcutter uses his tools in such 
a manner as to leave these surfaces standing out in relief 
just like the lines. In chiaroscuros two or more blocks 
are usually printed one on top of the other. 

The second method of relief work is in a way the 
reverse of the first, and is employed when the design to be 
cut does not consist of clear and distinct lines, but of 
surfaces and graduated tones ; for instance, when the 
woodcutter copies a wash-drawing or an oil-painting. 
For this work the woodcutter takes a block of wood 
which is a section from the tree, sawn across the grain, 
and presupposes it to be black. Where the design 
grows lighter in places he digs out little dots, patterns, or 
lines in proportion. He does not employ the knives of 
the old method to dig out his white lines, but uses tools 
called 'gravers,* and altogether his method of work is 
entirely borrowed from line engraving on copper. 

This is the modern method of relief process, and is 
called white-line work. 

The blocks, when ready cut, are inked by means of 
a roller, upon which the ink, which must be rather viscid 
for delicate blocks cut after the new method, has been 
evenly spread by frequent rolling. The wooden roller 
is covered with some material, like kidskin, which is 
smooth and soft without being yielding, for otherwise the 
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ink would be pressed down into the white lines or into 
the spaces not left in relief. 

The printing of relief blocks is done in the common 
printing ' platten ' press, in which there are two parallel 
planed iron plates. The lower one is set fast, and upon 
it the block, after it has been inked, is placed face 
upwards. After paper has been put upon the block and 
some waste paper or cardboard over this, the printer, by 
pulling a lever, presses the upper movable iron plate 
downward, thereby taking an impression. Between each 
two impressions the block must, of course, be inked 
anew. 

All corrections in woodcutting are extremely difficult, 
for if anything has been cut or grooved away by 
mistake, the relief, of course, is gone at that place and 
cannot be easily restored. In order to accomplish this 
the block would have to be plugged with a new bit of 
wood driven in until its surface is equal with that of the 
original block. This is very difficult, and it is almost 
impossible to do it in such a manner that the outline of 
the plug does not appear in the impressions. In former 
times it was done very seldom if at all, and in modern 
woodcutting it is by no means common. 

Woodcutting as a pictorial art goes back in Europe 
to the fifteenth century. Until recently it was believed 
that the oldest dated woodcut known to be in existence 
was a Madonna of the year 1418. Only one copy is 
known, and it belongs to the Royal Print Room at 
Brussels. However, authorities agree now that the date 
has been read wrongly, and that a St Christopher, which 
forms part of the Spencer Collection, and bears the date 
of 1423, should really enjoy the distinction of priority. 
Some of the undated prints may go back to before 1400 a.d. 



12 THE REUEF PROCESSES 

Woodcuts were at first used as a substitute for minia* 
tures. The same amount of trouble and expense that 
would supply one rich monastery with a finely illuminated 
missal would supply a large number of poor ones with a 
somewhat similar book. The economy of the new art 
seems to have been recognised immediately, for we see 
that it was at once employed for the benefit of the poor 
man. He who could not afford to buy a painting of 
what he liked to see, could easily pay a few pence for the 
sheet that showed him a black-and-white picture, quite 
as intelligible, and perhaps quite as beautiful in his 
eyes, as the oil-painting. The Church, ever on the look 
out for new chains with which to secure man's depen- 
dence, straightway profited by woodcutting, and dis- 
seminated pictures of Madonnas and of saints far and 
wide. 

An examination of these early productions reveals at 
first little but their crude clumsiness. Heavy angular 
strokes outline the figure, there is no shading to speak of, 
and the muscles of the face or of the body, the folds of 
the dress, etc., are suggested in the most awkward 
primitive manner. The causes of this crudity are various. 
In the first place woodcutting, the cheap medium of 
instruction for the people, flourished some time before it 
rose into the artistic stage. At first nobody thought it 
worth his while to express a subject not only distinctly, 
but also with an eye to beauty. The professional artist — 
that is, the painter or miniaturist — probably did not take 
to woodcutting before it was an established thing. The 
fact that most of these single sheet woodcuts were sent 
out coloured by hand is important as showing their 
descent from miniatures. But it does not stamp them as 
an article of luxury, of high art, as one might suppose. 
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Quite the reverse is the case, as will appear as soon as 
the system of colouring is explained. It was done in 
a most summary fashion. The districts or schools — as, for 
instance, the woodcutters of the Lower Rhine, of Suabia, 
and of Nuremberg — ^had each only some five to 
seven colours to work with, never mixing any, and 
with them they tinted every production of their press 
indiscriminately, whether it was a Madonna, or a Cru- 
cifixion, or the effigy of a saint. The colours of a 
school do not vary, and thus it happens that the colour- 
ing of these woodcuts is our main guide towards 
localising them, which in itself is a difficult business, as 
they are all unsigned. 

A second cause for the aesthetic deficiencies of the 
earliest woodcuts must no doubt be sought for in the 
general failings of the age, and these were no less failings 
of the eye than of the hand. 

We are led to the necessary and strange conclu- 
sion that a fifteenth-century eye did not see as much 
as an eye of the nineteenth century. As experience 
trains the eye of an individual to greater discrimina- 
tion with increasing years, so it seems to have trained 
the eye of the human race in the course of centuries. 
The retina of the man who stepped into the street four 
hundred years ago actually was not susceptible to the 
impression of so many details as a retina of the nineteenth 
century. This, rather than any imperfection of the hand, 
seems the true cause of the superficial conception of 
nature during the fifteenth century, which, as displayed in 
the best works, is misapprehended by many as a mani- 
festation of voluntary style. 

Indeed, the inaptitude of .the hand, although doubt- 
less to be reckoned with, should be called upon only in 
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the third place to explain the imperfections of the early 
woodcuts. When we see what marvellous handicraft 
other contemporaneous artisans were csq>able of, we 
cannot doubt that as soon as ever it came to be of suffi- 
cient importance the manual difficulties of the art would 
be quickly mastered As a matter of fact, after struggling 
along for more than half a century, woodcutting was 
suddenly raised into a fine art by Albert DUrer, and 
almost as suddenly the failings to be set down to poor 
handicraft disappear. 

When once we come to DUrer we shall no longer 
consider woodcuts as unsatisfactory — at least, not after we 
have made a study of him. Beyond a doubt this mag- 
nificent artist's most impressive work was done in the 
medium of woodcutting. The possibilities of the art 
were recognised by him, and accorded with the bent of his 
genius. It is an art full of restrictions, one in which 
style is based upon simplification and accent. Dlirer 
had a marvellous faculty of seeing broadly and simply ; 
his superabundant creative energy led him to express 
himself strongly ; he could therefore in this art aim at an 
effect of grandeur which he never reached in oils, nor 
even in engraving, for even engraving was too delicate 
to have been the best medium for the most imposing 
creations of his mind. 

When we begin to study old woodcuts, one of the 
first problems to interest us is their grouping and the 
attempt to assign each to a particular locality. Success 
rests primarily, of course, upon our ability to recognise 
similarities of drawing and of conception. By chance or 
by reasoning the origin of some one print will be dis- 
covered and with it that of others which we may be able 
to group about it. In an attempt to group prints we 
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have other features to help us besides this critical exami- 
nation. One of these, the colouring of the old woodcuts, 
has already been mentioned. Another important aid is 
to be found in the paper itself, and more especially in its 
watermark. 

That all paper of the fifteenth century was manufac- 
tured by hand is a matter of course. It was made of 
vegetable fibre, principally of cotton and linen rags, which 
were cut, ground, and boiled into a pulp. The pulp was 
bleached, then dyed to the tint desired, and slightly sized— 
that is, mixed up with some resinous substance which 
would render it slightly waterproof. This sizing, how- 
ever, was not carried to such a degree as in our modern 
smooth writing-paper. Some of the pulp was then run 
upon a ' mould,' which is a wooden frame' around a rect- 
angular piece of rather closely woven wire netting. The 
paper maker then shook the mould carefully so as 
to spread the pulp in a thin even layer, and the 
water ran off through the netting. The resulting sheet 
was then dried further by being pressed. In most cases 
little figures of wire were placed upon the middle of the 
netting. These, being slightly raised, resulted in the 
sheet being thinner at that place, and thus when holding 
the sheet between the light and the eye the figures are 
plainly seen as watermarks. Almost all hand-made 
papers have them, and among the earliest watermarks 
the bull's head, the high crown, the dog, the double 
castle, &c., may be named. Now, although it is not 
quite certain whether they were trademarks of different 
factories, or only signs to denote quality and size of the 
paper, yet the exact shape of each watermark differed in 
each factory. Accordingly, if we find a watermark in an 
anonymous print identically the same as in another print 
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which is known, we shall have found a pretty safe hint 
towards localising the anonymous sheet 

In DUrer's woodcuts, moreover, the watermarks help 
us greatly in determining priority of impression. He 
printed upon different papers at different times. Should 
we find an impression of one of his earliest wood- 
cuts — for instance, one of the Apocalypse set — upon 
paper bearing a later watermark, we should regard it 
with suspicion, even if it look well at first sight Upon 
closer examination it will generally be found to have been 
* doctored ' by the print restorer. In fact, the watermark 
guide is the principal means of recognising impressions 
of Durer's woodcuts taken after the master s death by his 
heirs. 

With these remarks we have touched upon another 
matter of importance, the second thing to interest us 
when we begin to study old prints. As we continue to 
look at them we gradually learn to distinguish a good 
from a poor impression. With a little practice and appli- 
cation this should be an easy thing ; however, there are 
some people who try to make it hard for us. 

Presupposing that the same care is taken by the 
printer in each impression, the impressions grow poorer 
and poorer as they progress, whatever manner of block 
it may be, for the printing press wears them all. The 
earliest impressions come out black and clear, each line 
showing as distinctly as in a careful pen-drawing. When 
the printing has continued for some time the relief lines 
are slightly pressed out of shape here and there, thus losing 
their clear-cut distinctness. They do not take the ink 
as well as at first, being no longer perfectly plane. This 
causes the impressions to become grayer and more 
smudgy. After some more printing the block suffers 
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Still more, for little bits of lines which stand out separately, 
such as the border line, break off under the strain of the 
press. As a consequence some lines in the impression show 
little interruptions, and now the block really should be no 
longer used. Butthere are indiscriminate buyers, and there 
are heirs of artists who think more of the money in their 
pockets than of the artists* reputation ; consequently the 
printing still goes on. It even happens that blocks are 
sent to press decades and centuries after the artist is 
dead. They have suffered additionally in the meantime : 
the worms have been at work upon them. When we 
have an impression in hand in which we find black lines 
interrupted, or black surfaces perforated with little round 
holes, we may know at once that it is very late and 
worthless, probably only a ruin of the master s original 
design. 

It is thus very easy in theory to determine the * state ' of 
a woodcut, because ' state * and quality of impression go 
hand in hand, and very little attention will soon enable 
us to determine the latter. The only difficulty in our 
way is the work of print restorers. They do their best 
to deceive us by filling up gaps in the lines with Indian 
ink, and touching up a border line here and there. When 
cleverly ' doctored,' nothing short of water and a strong 
magnifying glass will suffice to betray such a print and 
convict the man who does it, or rather who tries to sell 
it as an early copy. But let us leave the malefactors 
and return to Diirer. 

Dtirer, who raised woodcutting to the condition of a 
line art, signalises also another important change in it. 
^Up to his time probably every woodcutter was his own 
designer. Diirer himself cut many if not all of his earlier 
designs upon the block, but later he found this to be a 

c 
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waste of time and energy. The task is a laborious one 
and is in the main mechanical ; a man, moreover, 
who devotes himself exclusively to it can in a short time 
acquire greater aptitude than the artist who only now 
and then cuts one of his own designs. It is highly 
probable that this ' division of labour ' was permanently 
established in Diirer s time, and that from thenceforward 
the artisan woodcutters formed a new craft distinct from 
the artists. 

Black-line woodcutting is the most conventional form 
of art. It forces our eye to see things differently from 
what they appear to be like in nature. While we 
require values as soon as we see things in their natural 
colours, we cannot and do not get them in the old wood- 
cut For this is an art of lines which in themselves are 
too pronounced ever to be able to be blended into a 
semblance of tones. They never can express tone values, 
since, unlike the lines of intaglio printing, they have no 
body. Thus relief printing cannot vie with the other 
method in the attempt to render aerial perspective or to 
give local colour. It was a proof of Diirer 's genius that 
he appreciated this deficiency of the art and made a 
virtue of it Although he struggled for rich deep values 
in painting and was joyous over attaining his end while 
in Venice, he had the self-control and the admirable dis- 
crimination not to attempt to introduce them into his 
woodcutting. Instead of trying to soften the artistic 
inflexibility, the arbitrary sternness of the line, he accen- 
tuated it, giving it a character of its own, so that it alone 
could be the interpreter of the artist's intentions. 

His immediate followers have drawn with more deli- 
cacy. They well could do so, for meanwhile the skill of the 
professional cutter had increased. However, by doing this 
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they seem to emulate the sister art of copper-engraving 
rather than to proceed on the right road towards a 
development of the woodcut style. 

Black-line woodcutting as a craft has remained un- 
changed to this day, and if we receive an impression of 
great variety upon looking successively at the works of 
Wohlgemuth, DUrer, or Amman, down to such men as the 
caricaturist Keene, or the famous German artist Ludwig 
Richter, it is because they all say different things, not 
because they employ different means. 

Chiaroscuro woodcutting arose as a sort of transitional 
method between the old and new style of woodcutting. 
Its methods were those of the black line, its aim brought 
it nearer in effect to the new white line. The art arose 
in Germany, but was practised very shortly afterwards 
beyond the Alps, and it was in Italy that it principally 
flourished. The chiaroscuros were invented as a means of 
reproducing wash-drawings. German artists had at the 
beginning of the sixteenth century a predilection for 
drawing upon papers tinted dark blue, dark green, brown, 
and the like. They worked the outline in pen or pencil, 
and put the lights in with white body colour by means 
of a brush. In Italy a fair number of studies of Raffaello 
Santi and of F. Mazzuoli were executed in sepia and 
wash. All these drawings or sketches show from two to 
four different tones, and in order to reproduce such a 
sketch the woodcutter would make one block for each 
tone : for instance, one for the black outline, one for the 
white high lights, and one for the tone of the background 
Each block was printed successively upon the paper, care 
being taken that they should register exactly. In reality 
of course this is colour printing ; however, we rarely see 
many different colours employed for one print, generally 

C2 



20 THE REUEF PROCESSES 

there are only two or three different shades of the same 
colour, preferably brown, as sepia drawings were most 
frequently reproduced. 

Both Germany and Italy may lay claim to special 
attainments in the art of chiaroscuro woodcutting. In the 
north the method was practised only a short time, but 
some of the best artists devoted time to it, and though 
they scarcely ever used more than two or three blocks 
for one print, they invented special drawings for them, 
thus raising it to the level of an original art. German 
chiaroscuros receive an additional interest from the fact 
of their great scarcity. In Italy, on the other hand, more 
blocks were generally used, and thus finer gradations 
of tone were reached. But here the chiaroscuro wood- 
cutters were seldom their own designers ; they were 
generally content with reproducing studio sketches of 
Raffaello Santi, F. Mazzuoli, Tiziano Vecelli, and other 
famous artists. About a century later Count Zanetti 
revived the art ; he used from seven to eight blocks for 
a print, and at times his work is quite rich in colour. 

Contemporaneously with Zanetti the art was practised 
by Jackson, an Englishman, in much the same manner ; 
he, too, employs many blocks and colours, thus approach- 
ing tone colour-printing rather than the old chiaroscuro 
style. In France, England, and Germany chiaroscuro 
was used frequently during the seventeenth and eighteenth 
centuries in combination with etching, and also as a 
method of reproduction for sepia and wash-drawings. 

To call the white-line woodcut a modem method is 
not strictly accurate. To be sure, it has become important 
and has only been brought to the notice of the public at 
large quite recently ; still its principle is not new. Like 
so many of our inventions, or of the improvements which 
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we think to be decidedly fin-desikle, it has had a fore- 
runner, and a very early one too. This is represented 
by the so-called dotted prints, many of which were made 
during the last quarter of the fifteenth century ; that is, 
comparatively only a short time after woodcutting had 
come into use. In these prints the cutter did not have to 
lay bare lines, but to lighten surfaces, which he did by 
cutting out or punching little dots of different sizes, small 
patterns, and white lines. Thus in the face, where the 
light is highest, he applied very numerous small dots ; in 
drapery the dots would be set further apart and made 
larger, according as the garment was supposed to be 
more or less dark. 

In appearance these dotted prints are even less pleas- 
ing to the eye of to-day than the contemporaneous black- 
line woodcut. For, working by this method, the fifth- 
teenth-century man would naturally find it much harder 
to attain satisfactory drawing. Perspective and facial 
expression could not even be attempted. 

Dotted prints were extensively employed in the pro- 
duction of ' Books of Hours.' These were, in the majority 
of cases, printed on vellum, which circumstance would 
wear the block a great deal more in the press. As, how- 
ever, we have found a great number of impressions oif some 
of these prints, all of them equally good, and none of them 
displaying any interruption in the line, as, furthermore, 
there is a good deal of ornamentation about the designs, the 
theory has arisen that they were cut and punched in metal 
by goldsmiths. The ink runs together more than in the 
usual woodcut, other coincidences support the theory, 
and indeed some of these dotted metal blocks have been 
found. 

In our own century this sort of work has been revived 
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for a special purpose. Illustrations to astronomical books 
are made in this manner. The surface of the wood or 
metal block is left black to represent the sky, and dots 
of different size, which, of course, come out white in 
the print, are cut out to represent different stars and 
constellations. 

The white-line woodcut of to-day arose rather 
suddenly, because the best illustrated periodicals all over 
the world felt it in their interest to support it some time 
ago. Still a preparatory stage led up to rt, starting in 
the first quarter of the century with Bewick in England, 
Gubitz in Germany, and others. It was in the nature of 
a transition from the old method to the new. The more 
skilled the old craftsman grew the more difficult tasks 
were set before him, and presently he was told to cut 
drawings executed so elaborately that it was not an easy 
matter to lay the black line bare. He found it would be 
easier, instead of doing this, to simply dig out the white 
spaces. The old knives would not allow of that, so he 
had to look about him for new tools. He found them 
at once in the burins that the engraver on copper used. 
With them he could dig out very slight white spaces. 
With them he could undertake to treat the design fur- 
nished him quite differently ; instead of looking upon it 
as composed of a multitude of black lines, leaving very 
little of the paper white, he could look upon it as an 
essentially black drawing — that is, one drawn in surfaces 
or tones, where, by digging out comparatively few white 
lines, he could introduce the necessary lights. Thus the 
new system grew out of the old, and we see it reach its 
full development as soon as the black lines are completely 
abandoned, even in those places where the work is more 
open. 
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The white-line woodcut has enjoyed great, and, upon 
the whole, deserved popularity. But it seems to me that it 
has been overrated a little. The new craftsman, although 
he is not a creative designer, has a good deal better claim 
to the title of artist than the old. For the old one had 
merely to facsimile, to lay bare the lines drawn for him 
upon the block, and this is quite mechanical work. The 
modern woodcutter has in most cases a photograph pasted 
on his block, and that is all. It shows no lines, black 
or white, whatever, and he himself has to decide where 
and how much to grave away out of the block. This, of 
course, requires brains and judgment. Furthermore, this 
cutting must be done by a system of lines, and he must 
in each case establish their direction. Virtually he has the 
same task set before him as the line engraver on copper. 

It seems to me that he has within a very short time 
fallen into the same fault. Upon looking over the 
quantity of white-line work done during the last twenty 
years on both sides of the Atlantic, we are struck by the 
fact that the line system in all is practically the same. 
It is necessarily an artificial and arbitrary system ; con- 
sequently we must get weary of it, since it is used only as 
a means and not as an end. There is a strongly felt 
want of variety and freedom in these illustrations, and the 
fault lies not with the craftsmen, for their skill is some- 
thing astounding, but rather in the whole character of 
the art In proportion as this fact forces itself upon us 
our admiration for these illustrations necessarily wanes. 

There are, however, two strong points in their favour. 
The first is, that the white-line woodcut is a form of 
illustration which can be printed upon a steam press ; con- 
sequently very large editions can be printed cheaply and 
in a short time. But this point it has in common with 
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the Other woodcut methods, and in fact with all kinds of 
relief processes. The second is that it enables the artist 
to attempt at least aerial perspective and local colour — in 
short, the giving of true values — which we saw was rather 
beyond the black-line woodcut. But this point it has in 
common with the photo-mechanical half-tone process ; in 
fact, it is herein even surpassed by this process, of which 
more will be said towards the end of the book. 

It does not appear to me very hazardous to predict 
only a short life for the modern * trade ' white-line work. 
Half-tone process is destined to supplant it. Those 
people who delight in that system of lines vacillating so 
dangerously between art and artificiality will fall back upon 
burin engraving, wherein, after all, it can be displayed 
to better advantage. White-line woodcut and half-tone 
process have called into existence a new kind of paper, 
and this very fact shows the connection between them. 
The work in both is very delicate ; the ink-line has no 
body, consequently the paper should be as smooth as 
possible. Old hand-made paper did not fulfil this 
requisite, for the fibres not being run into one another, 
under heavy pressure, always left the surface of the 
paper more or less rough. When writing upon it, the 
pen generally catches. Long before machine-made 
paper came into existence, a remedy was found in 
* loading ' the pulp — that is, introducing some material, 
for instance, china-clay, the particles of which settle 
between the fibres of the paper and thus smooth its 
surface. Modern illustration paper is given in addition 
a coating which unites firmly with the body of the paper, 
and fills out all gaps and uneven places, so that the 
surface of the paper is absolutely white and as smooth as 
glass or ivory. Upon such paper a block can be printed 
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to perfection, and whatever niceties the chemigrapher 
or white-line woodcutter can manage to put upon his 
block will come out in the printing. 

There is of course some white-line work done at the 
present day which will always excite our highest praise, 
for it is not trade work — that is, work done by professional 
woodcutters after oil-pictures — but work cut by the 
original artist Such, for instance, is the work of Lepere 
in Paris, who, like DUrer, does his own cutting and 
engraving. As is always the case when an artist himself 
uses the tools, the result is more satisfactory; there is 
more of originality, more freedom of hand, than when 
he gives his design to some professional woodcutter, 
however skilled, to cut The latter wields the tools like 
a craftsman, and his limited training, which has been all 
directed to a special purpose, cannot be disguised. 
Vallotton is anotner proof, this time with reference to 
black-line work, of the superiority of the artist to the 
professional craftsman who sticks to the rules of his 
school. Vallotton, of course, has not acquired skill 
sufficient for the delicate work which a trained wood- 
cutter accomplishes; but he has at the same time a 
natural bent for broad, sketchv, and bold drawing. The 
two go hand in hand, and such a perfect harmony of con- 
ception and execution will always result in good work. 

As a means of illustrating books, the different 
methods of relief printing have up to now occupied the 
first place, and always will do so, simply because of 
the fact that they can be printed cheaply and speedily. 
With the lightning steam press speed has reached such a 
climax that editions of many thousand copies are printed 
in this manner in the same time that would suffice only 
for about one hundred copies of an intaglio plate. 



26 




CHAPTER III 

THE INTAGLIO PROCESSES 

HE art of making intaglio plates, generically 
called engravings on copper, is a much more 
complicated affair than that of making relief 
prints. In course of time very many different 
methods of work have been evolved, while ^ in wood- 
cutting we found but two. 

The oldest and the simplest method is burin, or line, 
engraving. 

The engraver takes a well-hammered, planed, and 
polished plate of copper of a size necessary for his 
design. Other materials, such as silver, gold, brass, 
stone, pewter, zinc, steel, have been used ; only the 
two last named, however, to any great extent, and, taken 
altogether, the use of copper distinctly predominates, 
for it is hard enough to withstand the press and yet soft 
enough to offer no extraordinary resistance to the 
graver. Should the surface of the plate be about as 
large as a page of this book, the plate itself would need 
to be about an eighth of an inch thick. The thickness 
increases slightly with the size of the plate. 

The design to be executed upon this plate must in 
the case of line engraving, as the name implies, be done 
in pure line, no wash or stumping being admissible. It 
must also, as for every kind of printing, be reversed. 
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As the polished copper surface does not show a lead- 
pencil or sanguine mark plainly, the plate is generally 
fi^i ven a coating of varnish before the artist draws or trans- 
fers a design upon it. There are numerous ways of trans- 
ferring designs. You can place your drawing, after having 
left it for a short while between damp sheets of paper, face 
downwards upon the plate and pull both through the 
press. If no press is near at hand, you can make a 
tracing. Place it face downward upon the plate, insert 
a sheet of blacklead transfer paper between it and the 

Elate, and then go over all the lines of the tracing with a 
lunt point Another way is to place a sheet of gelatine 
upon your drawing, and trace it by scratching lines with 
a needle in the gelatine. Fill these lines with blacklead 
dust and place the gelatine face downwards upon the 
plate. Rubbing with a paper-knife along the back of the 
gelatine transfers the design. Still another way is to 
trace the drawing through oiled paper with sanguine 
mixed with sugared water. The tracing is placed face 
upwards on water for a few minutes, which dissolves the 
sugar and renders the lines of the drawing moist Then 
the tracing is placed face downwards upon the copper plate 
and its back carefully rubbed with a paper knife as 
before. In all these methods the drawing has been 
reversed, and consequently will come out right in the 
print Artists working direct from nature without the 
aid of a looking-glass of course cannot reverse the 
design. They generally make an outline sketch of their 
subject upon paper, rub the back of this with lead-pencil, 
place it face upwards upon the plate, and then go over 
the lines of the sketch again with a pencil or blunt 
point All detail of shading is put in afterwards upon r 
the plate direct As a matter of fact, the artists who 
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engrave an elaborate plate after a painting also take off 
the varnish with turpentine after the outlines have been 
registered. They put in, too, all the delicate shading 
without the aid of a transfer, and with perhaps only a 
drawing at their side to guide them. 

As soon as the drawing is upon the plate, the artist 
employs a burin or graver. This is a bar of steel from 
two to four inches long, four-cornered, and ground down 
obliquely at the lower cutting end. The upper end fastens 
into a semicircular handle, something like half a mush- 
room in shape, which rests against the engraver's palm 
when the instrument is in use. The cutting point varies 
according to whether the bar be square or rhomboid in 
section, and according to whether it is ground down 
more or less obliquely. The sharpened end is always 
lozenge-shaped. With this instrument the engraver 
digs out little furrows following each line of the drawing, 
digging a little deeper of course where the line is heavier. 
He holds the burin at a sharp angle to the plate in his 
right hand, and very often moves the plate itself with his 
left, the burin being held still. The plate rests on a 
little sandbag, or, when it is large, on a movable palette. 
The furrows thus made are very shallow, much shallower 
than one would think from seeing the lines in a printed 
proof. Probably the heaviest and broadest furrows of 
large-line engravings do not reach the depth of one- 
fifteenth of an inch. The very slightest scratch will print 

Should the shaving not have come out clean, but have 
left the furrow with rough edges, these must be carefully 
removed with a three-edge scraper, for there may only 
be indentations in the plate, no elevations above its 
original surface. The burnisher and a piece of charcoal 
may help to finish the scraper s work, and any part so 
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retouched is finally treated to a rubbing by an oiled 
canvas coil, so as to regain the original polish of the 
copper. Thus, too, if any line should by accident have 
been engraved too deeply, it may be reduced by a 
burnisher and the other instruments. Of course, this will 
result in lowering the surface of the copper all round the 
line thus scraped and burnished, and the depression would 
show in printing. To prevent this the plate is turned about, 
the exact location of the depression is determined by the 
aid of a pair of calipers, and it is then hammered out from 
the back upon a small steel anvil. Thus the surface of 
the plate is quite level again and need only be repolished. 
When all the lines have been engraved the plate is 
ready for printing. This is a slow and laborious pro- 
ceeding compared with the printing of relief blocks, and 
to this day it must be done by hand, steam printing being 
altogether out of the question. The engraver's ink is of 
a different composition from that of common printer's 
ink, finely ground pigments, usually Frankfort black, 
being mixed with burnt linseed oil, sometimes with nut- 
or poppy-seed oil. The mixture is made rather stiff, and 
the engraver keeps it in a bag of linen through which it 
can easily pass when made fluid by means of heating. 
The plate is now warmed and inked. The inking is 
generally done by means of a dabber, with a face of coarse 
blanketing, on which the ink is spread with a knife. Great 
care must be taken that the ink gets into all the furrows, and 
by dabbing it is spread all over the plate. Then the surface 
of the plate is wiped clean with a rag and the palm of the 
hand. The ink comes off rather easily, since the copper, 
being highly polished, would naturally reject it, but care 
must be taken not to wipe the ink out of the lines 
along with the rest. 
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When inked the plate is placed face upwards in the 
press, the paper, which must be a little larger than the 
plate and must have been thoroughly damped, is then put 
upon it, and some soft waste paper or woollen cloth on top 
of this to equalise and soften the strain ; then the whole is 
pulled through the press. The printing press this time is 
not a platten press such as has been described on page 1 1, 
but a cylinder press. Its plate runs upon rollers, and 
above and almost in contact with it there is a strong 
horizontal cylinder. By turning a crank, cylinder and 
plate are moved in opposite directions and drag anything 
placed upon the plate between them, on the principle of 
a common clothes- wringer. 

Upon carefully lifting the paper off from one corner, 
one discovers that it has drawn all the ink out of the 
furrows, and the plate is again clean and shiny, ready for 
another inking, while the whole of the engraved design 
appears line for line black upon the white paper. The 
next thing to do is to dry the impression, and finally to 
smooth it out by slight pressure. 

The strain in the cylinder press is far greater than that 
exerted by the common printing press. There is always 
a mark on the paper around the edges of the plate, 
showing where it has been pressed. Large and thick 
plates must be bevelled off on all four sides, or the 
pressure would break the paper off all along the edges 
of the copper. This plate-mark is a thing to which we 
shall return in discussing methods of. distinguishing one 
kind of print from another. 

The origin of line engraving is doubtless to be 
found in the art of the goldsmith. This statement is 
verified by the fact that some of the earliest engravers 



NIELLI 31 

affixed the title of * goldsmith ' to their signatures upon 
the plates done by them. The invention of the new art 
may have happened somewhat like this. One branch of 
the goldsmith's craft consisted in making nielli. These 
are little plates of gold or silver, upon which designs were 
engraved with burins. In order the better to detach 
the drawing from the reflecting surface of the metal, the 
furrows were filled with a black alloy called niello (Lat. 
nigellumY from which these plates derive their name. 
The nielli were * paces/ or ornamental plates let into the 
sides of small coffers, shrines, and the like. In order to 
control his work as he engraved it, the goldsmith would p 
sometimes take an impression of it in wax or sulphur, for ' 
when the lines are in relief one can see them better, and 
besides, these materials do not reflect as much as the 
polished metal does. One day it must have occurred to 
someone to fill the furrows with some black substance 
like printer s ink and to take an impression on paper. 
There may have been chance about it, and probably the 
first man to take such an impression was a good deal 
surprised upon looking at the result to discover that the 
paper had drawn all the ink out of the engraved lines. 

It will always remain impossible to determine when 
the first instance of the kind took place. For the man 
or men who first took such impressions looked upon 
them merely as better methods of controlling their work. 
Probably they threw these trial proofs away, and some 
time may have elapsed before it occurred to them that 
instead of one or two proofs they could easily pro- 
duce a large number of equal impressions — that the 
plate, up to now the principal thing, might be used only 
as a medium to produce something a good deal more 
valuable, namely, the edition of impressions. As soon 
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as they discovered this, they found out, too, that some 
harder material must be employed, and copper replaced 
gold and silver. 

Thus we see that the earliest line engravings were 
nielli — were impressions from a plate that was not meant 
to be printed at all. That they must be excessively 
scarce is self-evident. Should the reader, however, 
happen to go some day to a Print Room and ask for 
' nielli,' he will be shown quite a number of them at some 
places. There is a second kind of nielli, of a somewhat 
later date. These display some of the neatest design 
and ornament of the Italian Renascence, and are die 
work of artists who wished them to serve as models for 
goldsmiths to work upon. These later nielli were pro- 
bably engraved upon copper and regular editions of them 
issued. There is one sure sign which betrays a niello to 
be one of a second class (i.e. a pattern to copy from), and 
not a true niello (i.e. a trial proof), namely, the number 
of impressions known of any one plate. If more than 
two, at the most three, copies are known to exist, the 
engraving cannot be a true niello, as no goldsmith would 
be likely to take more than that number of trial proofs, 
since each one of them wears away the delicate work 
upon his soft gold or silver plate, and the plate, which in 
his case was the object of value, would be ruined. 

All nielli paper impressions show the drawing, of 
course, in reverse. For instance, a soldier will wield his 
sword with his left hand, and any lettering upon the 
print would have to be read in a looking-glass. We 
should not, therefore, be likely to mistake a niello for an 
engraving. But many of the early engravers forgot to 
reverse their designs, so that we might fall into the error 
of taking some line engravings for nielli. Here are some 
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of the differences. As a rule all the early cisalpine 
engravings are larger than the nielli. The same general 
rule holds good even to a greater degree for early Italian 
prints. The whole manner of design in the nielli savours, 
more of the ornamental, in the engravings more of the 
free artist. In niello plates the whole surface must be 
pretty well covered, for where any part has been left 
blank an unintentional effect is produced by the bright 
reflection of the gold or silver. Thus sky and back- 
ground, which in engravings would often be left untouched, 
as the white paper does not reflect, are in nielli generally 
covered with lines. 

It is very probable that the goldsmiths only gave an 
impetus to the new art of engraving by establishing the 
preliminaries of its technique. Artists — that is, painters 
— took it up there, and it is they who, with greater 
powers of design and conception, developed these begin- 
nings into a form of high art. 

The first stage of line engraving, as a thing distinct 
from the niellowork of goldsmiths, betrays its dependence 
on something already existing. This is always the case 
with new inventions in art. When they were able to en- 
grave a printable plate, artists were by no means already 
in possession of a proper method of handling the burin. 
The only kind of work in black and white which they 
had done heretofore was pen- and silverpoint-drawing ; 
and, as is quite natural, we see them use the graver at 
first as if it were a pen or silverpoint. Their method of 
shading consists of heaping a great number of more or 
less parallel, very slender, and straight strokes. A point 
draughtsman finds this the natural way to operate. There 
is very little variation of line. The majority of Italian 
engravers were satisfied with this manner of working, 
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even down to the end of the fifteenth century. It did not 
occur to them that some new and specific style might be 
found for the burin. They were recruited for the most part 
from among the number of great painters, men who 
represented a high stage of artistic development, who 
had lofty conceptions, and whose abilities ranked them 
high above contemporary artists of other nations. We 
may well imagine that to them engraving was no more 
than a means of multiplying a drawing. The conception 
of the drawing completely engrossed them, and left them 
no time to examine whether tnis medium — the process of 
engraving — could be elevated to the position of an end 
in itself. 

Conditions in the northern countries were quite 
different. The wealth of these nations was at that time 
not equal to that of the Italian states, nor had circum- 
stances been favourable to the spread of culture to a 
similar degree. The artists there could not compare 
favourably with their southern colleagues ; they were still 
fettered by guild regulations, their vision was limited, 
and their general education wanting. Lack of pecuniary 
support forbade their undertaking a flight into the realms 
of high art. Even down to Scnongauer they are all of 
them * small,' compared with the heroes of the Italian early 
Renascence. In the north art is based on an economical 
footing ; it does not possess a monumental character. 
Now it is plain that the artistic energies of a man, when 
not engrossed by an attention to grand principles of con- 
ception, will naturally be devoted to a greateir degree to 
details of execution. It is not a chance thing that oil- 
painting was discovered in the north. The Italians had 
great problems set before them, and the making of great 
compositions required all their attention. They had no 
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time left to make experiments to discover whether there 
was any medium by which these compositions rould be 
painted better and more easily than by the old tempera 
colours. 

In all probability it was in the same country to which 
we owe the discovery of oil-painting — namely, the Nether- 
lands — that line engraving was at first practised as a 
distinct art, and that the artist took time to consider the 
burin, and to find out its capabilities to develop a new style. 

The first thing which he must have discovered is the 
variety that the engraved line is capable of in consequence 
of the burin being handled differently. For example, by 
graving deeper the resulting printed line is not only 
larger, but also more intensely black and more brilliant 
In relief prints such a change does not take place, and a 
narrow line possesses the same quality of blackness as 
a broad one. The second discovery, which was made 
almost simultaneously, is that the system of shading must 
be brought into more organic relationship to the outlines 
of the drawing, and again that the mother-tongue of the 
burin, so to speak, is cross-hatching. Pen and pencil 
can be used freely in any direction. If lines are crossed 
in modelling, it may be done quite irregularly, and 
wherever the shading has not quite produced the desired 
effect a touch of the brush or of the stump will help it on. 
Such a thing is impossible in line engraving. The process 
is difficult and slow ; it requires a certain amount of force 
to dig out the little furrows, and consequently no casual 
lines occur. Every movement must be well thought out 
before it is begun, and the engraver is thus bound down 
to a sedate and well-planned design. The resulting work 
acquires a character of strictness and regularity ; it 
convinces rather than surprises. 

D2 
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An elaborate and regular system of cross-hatching is 
accordingly imposed upon the engraver by the instrument 
itself, and this at once gives a special character to burin 
work ; by means of it all modelling and shading must be 
expressed. By evolving and establishing this specific 
character, line engraving became in time the art that it 
now is — an art which during its best period can boast of 
superb interpreters. Their finest productions will never 
cease to give us pleasure. It is true that, just at present, 
we are living in a time when their fame has somewhat 
waned. For in our age intimacy, variety, and spontaneity 
are the characteristics most highly prized in art, whilst 
the classic stateliness of line engraving is not quite so 
congenial to us. 

As has already been stated, the true character of the 
burin was discovered in the Low Countries and Germany 
much sooner than in Italy, and a short time after its 
discovery we have engravings in the north which, in 
their own particular way, leave contemporary Italian 
work far behind. Should any reader happen to see early 
prints of both nationalities side by side, he would perhaps 
deem this opinion at first preposterous. But that would 
be only because he at first fails to distinguish between the 
design and the engraving. A Mantegna could draw a 
nude figure with a degree of perfection that no northern 
artist could think of. That is what would first strike the 
observer, and it is only when he sets aside the design, 
and examines the print upon its merits as an engraving, 
that he will discover that some of the clumsiest northern 
draughtsmen knew more about the handling of the 
burin than Mantegna or other later Italian artists ever 
attained to. 

Generalising a little, we may say, then, that line 
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engraving proceeded in stages. At first we have mere 
pen or point drawing upon copper. The Master of the 
Playing Cards represents this stage in the north to a 
certain degree, while Mantegna's work is decidedly of this 
kind. Then true cross-hatching begins : but the hand of 
the artist is still unpractised, and his cross-hatching con- 
sists of short straight lines, not quite in harmony with the 
outlines of the design. In time the artists gain better 
control over the burin, and they learn to engrave a 
perfectly parallel set of complicated lines, and to cross a 
second set neady over the first. Then the third stage is 
reached, and as soon as outline and modelling come to 
be blended into a harmonious whole we may say that 
eng^ving is practised with a full understanding of the 
true method. This occurred as early as about the middle 
of the fifteenth century, as we discover by looking at 
the prints of the master E. S., a few of which, being 
probably the latest he executed, bear the dates 1466 and 
1467. This is just twenty years later, by the way, than 
the earliest dated engraving found so far. To prevent 
misunderstanding, I wish to repeat that this classification 
in stages is somewhat theoretical and certainly not stricdy 
chronological. Some artists, of course, still worked witn 
straight short lines, after others had long learned to use 
the curved cross-hatching. 

Without attempting to give anything like a history 
of engraving, we wish in this book to explain all the main 
points of interest about prints, and the mention of the 
master E. S. has called up a new one, namely, the 
subject of signatures. It is one of the many proofs of 
line engraving being valued higher than woodcutting, 
that engraved prints were signed at an earlier stage than 
woodcuts, and also a good deal more frequently. 
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We may congratulate ourselves upon the fact that the 
practice of signing obtained at all, because it helps us a 
little out of the maze into which the study of early prints 
leads us. Dates occur much earlier than signatures, and 
the first thing we get at all are initial letters, monograms, 
and conventional signs something like the trade marks of 
our day. Thus there is the master with the caduceus, 
the master with the rat-trap, the master with the shuttle, 
and many others. Among monograms, that of the master 
E. S. is the earliest, and it is about his time thit the 
northern artist begins at least to attain self-consciousness 
enough to feel that his work is good, and that he need 
not entirely suppress his personality. But the feeling 
does not become a strong one for some time. Even so 
great an artist as Schongauer is not impressed with the 
importance of his engravings to such a degree that he 
feels tempted to sign them in full. Initials and a trade 
or school mark is all he gives. Curiously enough, it is 
rather the inferior class of engravers — mostly second- 
rate copyists like Wenzel of Olmlitz, and Israhel van 
Meckenem — who are the first to sign their names in 
full. 

In Italy matters are different, as is natural in a 
country where the title of artist had become a distinction 
and the profession gained quite a prestige. Here we / 
meet with signatures at an earlier period, and such 
names as Pollaiuolo, Peregrini da Cesena, Robetta are 
to be seen in full on some of the first Italian prints. 

In the matter of signatures great changes take place 
as time goes on. We have already mentioned that at 1 
first there was nothing, and then a monogram or mark \ 
timidlyputs in an appearance. Then the signature becomes \ 
plainer, as, for instance, in Schongauer's case. DUrer's I 
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monogram, too, is easily found, though he was careful 
enougn not to spoil a plate by an obtrusive signature. 
He was perhaps the first northern artist to possess an 
equal degree of confidence with his Italian colleagues, 
and we find him carefully signing an important drawing, 
print, or painting with some degree of satisfaction, 
fully aware of the fact that he had a right to be proud 
of his creation. There was another consideration, too, 
which induced him to make the monogram upon his 
prints easily recognisable. They were hardly published 
before they were copied freely by inferior hands, and con- 
sequently a plain signature was imperative to protect his 
artistic reputation as well as from business considerations. 
In Venice he succeeded in obtaining a decree from the 
Senate restricting the copyists, and especially prevent- 
ing them from signing their copies with his monogram. 
ll was there that Marcantonio Raimondi copied his 
woodcut sets by means of burin engraving ! That he 
should have undertaken such a thing shows how greatly 
Diirer's art must have struck him, even though he did 
not understand it well enough to appreciate that it could 
not be reproduced in copper engraving. 

Italian engravers devoted themselves before long to 
the reproduction of designs by other masters. It was 
principally Raffaello Santi's drawings and sketches which 
were thus copied. In Marcantonio Raimondi and his 
school this artist found a most extraordinary means of 
spreading his own fame. On a print of this kind a 
double signature is often to be seen, one monogram being 
that of the painter who is author of the design, the 
other that of the artist who engraved it : as an example, 
an R in prints after designs by Raffaello testifies to his 
authorship. The same custom prevails at a somewhat 
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later date in the north. Many of the plates by the 
scholars of Goltzius which reproduce drawings of his 
bear his monogram, besides that of the engraver. 
Finally it should be mentioned that the double signature 
is to be found likewise upon a good many woodcuts from 
the first quarter of the sixteenth century onwards, for the 
woodcutter soon begins to think himself worthy of 
notice, and he generally adds the picture of a miniature 
knife to his mark, by which it can easily be told apart 
from that of the artist to whom the invention of the 
design must be attributed. 

The reproductive prints referred to so far only repro- 
duce drawings made especially for the purpose of being 
engraved, or at any rate given to the engraver by the 
artist himself for this purpose. Towards the end of the 
sixteenth century, however, the practice of copying oil- 
paintings by means of engraving becomes common, and 
the signature becomes a still more important matter. 
For now the name of the painter is more essential even 
than that of the engraver, since the purchaser of such a 
print would in most cases buy it as a memento of the 
picture, as we in our days buy a photograph. Just as we 
do not take any interest in the name of the photographer, 
the name of the engraver would be a matter of only 
secondary importance to the purchasers. It was plainly 
of consequence at this date that the signatures should be 
placed so as to tell their story quickly and to be easily 
found. Therefore a place was set aside for them at the 
lower edge of the print, a blank space being left between 
the design and the lower end of the plate. I n the left- 
hand corner (as a rule) a name -with p., pinx., pinxit^ or 
inv.y invenit^ specifies the painter ; in the right- 
hand comer a second name with sc.^ sculp, ^ sculpsit^ 
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or f.^ fec.^ fecit {aq. fort., aqua forte) designates the 
engraver. At the time of the decline in burin engrav- 
ing, when the reproductive engraver was not even his 
own draughtsman, there was still a third name, usually 
placed in the middle of the lower margin with d., del., 
delin., delineavit, after it, to signify who copied the 
painting in linear design upon the plate. 

But even now we have not done with signatures. 
There is still another set — a set which as regards 
numbers probably exceeds those of the engraver, painter, 
and draughtsman put together, and which testifies to the 
existence of men who have had nothing whatever to do 
with the production of the plate. These men are the 
publishers. Originally the artists themselves attended to 
the distribution of their prints. As early as Diirer, 
however, we find masters who, in addition to the sale of 
their own works, occasionally undertake the sale of 
prints by some of their colleagues, and thus they are the 
prototype of the publisher. As soon as the production 
of prints — more especially of those engravings whose 
main interest lay in what they pictured, not how they 
pictured it — ^became a matter of trade importance, 
engravers would require the assistance of apprentices 
and scholars. Their labour, although produced under 
the direct supervision of the master, would not and could 
not be claimed as his own. But as these prints were 
executed by as yet unknown men, and as the master 
attended to their distribution, he had them signed with 
his name or monogram, generally followed by an ex., exc., 
excudtt. Thus some of the early work of well- 
known engravers, done while they were still appren- 
tices, bears no name but that of the master-publisher. 
This practice has in some instances obtained down to 
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our own day, a direxit being at times put in place of 
the excudit. 

We need not look upon this suppression of the real 
engraver's name as anything very unfair. For very 
much of the trade work in former days — such as views of 
places, buildings, monuments, and the like, done only 
with the aim of giving a more or less faithful representa- 
tion of the object in question— does not excite in any one 
the wish to know the name of the author. All that one 
wants now or wanted then to know is, where such a print 
was to be obtained, and this the publisher's mark suffi- 
ciently explained. 

As the trade in prints increased, the real publisher 
arose, the man who himself knew nothing about the pro- 
duction of the print (and generally very little about its 
artistic merits, according to the express opinion of 
most engravers), but who put it up for sale, and who in 
course of time even gave engravers orders. His name 
and address will be found at the bottom of most prints 
from about the beginning of the eighteenth century 
downwards. 

Works that offered special difficulties in the printing, 
such as the colour-prints of a hundred years ago and 
some of the etchings of our own day, occasionally bear 
the name of the printer upon the plate, followed by imp.^ 
imprese, but this practice has never been widely spread. 
In modern times famous printers prefer to sign proofs 
with lead-pencil. 

A second topic which bears closely upon the matter 
of signatures may be treated of in this place. I refer to 
margins, of which there are two kinds, plate margins and 
paper margins. 

Originally artists chose their plates exactly the size of 
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the design, and the foreground work touched the plate 
mark at the bottom. The sky in earlier engravings was 
often left blank, and thus there was white paper visible 
between the subject and the plate mark. However, this 
is not a true margin. In time the engraver managed to 
express everything, even a plain sky, by means of lines, 
and there was no blank paper left, especially after 
etching had arisen, which claimed all sketchy, light 
workmanship for its own. Thus line engravings show 
the work of the artist covering the plate and touching 
the border of the plate at all sides. 

When the custom of elaborate signatures put in its 
appearance, a lower margin between subject and plate- 
work was reserved for the artists' names. An undue 
regard for symmetry, always rather an unhappy thing 
in art, must have led engravers to counterbalance the 
lower margin by others at the top and at the sides. 
They have been very generally employed for trade work 
ever since about the middle of the seventeenth century. 
True artists have never suffered them, and the prints 
of Dlirer, of Rembrandt show no plate margins. They 
have come down to us even without paper margins 
for the most part. That is, when ready for distribu- 
tion they were trimmed down close to the plate mark, 
probably by the artists themselves. Even the mezzo- 
tints and the colour-prints of the last century, which 
were only reproductive and not creative works, prove 
their makers to have been imbued with a true artistic 
instinct, since the great majority of them have no 
plate margin except below, where the title and signatures 
imperatively demanded one. We admire all these 
prints as tney have come down to us, and this tends 
to show that we at times, at least, have sense enough 
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to subject our childish love of symmetry to higher 
aesthetic principles. 

The poor taste prevalent during the early part of 
this century manifested itself, among many other ways, 
in the delight taken in wide margins. Prints of that 
period, more particularly line engravings, revel in 
excessive plate margins. There are instances to be 
found where pictures about seven inches by nine have 
been set upon plates twenty-three by twenty-nine, like 
little islands floating upon a sea of white paper. To 
make things complete, such prints often figure upon 
walls in frames which allow a liberal paper margin 
over and above the plate margin. Whistler very per- 
tinently remarks in his * Propositions,' relative to the 
practice of plate margins, ' that wit of this kind would 
leave six inches of raw canvas between the painting 
and its gold frame, to delight the purchaser with the 
quality of the cloth.' 

As far as the paper margin outside the plate mark is 
concerned, it must be admitted that there is a certain 
charm about a print, when unmounted, which displays 
the original sheet of paper intact with rough edges, 
and it seems a kind of sacrilege to trim such a print, 
especially if it is an old one. Still, enjoying the maiden 
state of a print is one thing and enjoying the print as 
a work of art to best advantage is another. The two 
do not seem to go well hand in hand. 

A third topic, bearing casually upon both signatures 
and margins, is that of * states.* 

Just as the niello engraver took trial impressions 
of his work to better control the state it was in, the 
line engraver pulls trial * states * of his plate. He can 
thereby see plainly what is still missing, or whether any 
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portion has been over-elaborated, this also being a fault 
which can be easily remedied, as has been explained on 
page 29. Such trial proofs, pulled from the unfinished 
plate, are very scarce among old prints, for naturally en- 
gravers, after having used them as a guide, would throw 
them away. Among the earliest examples two of DUrer s 
might be mentioned which are particularly interesting, 
because they show his method of working. He did not 
keep the plate in any kind of tone whatever, but would ela- 
borately finish, for instance, an upper arm, while the lower 
arm was still left untouched, excepting a mere outline. 
There is another kind of * state * which is quite common, 
however, even in the earlier fifteenth-century prints. When 
a plate had become worn, and only grey, weak prints 
could be pulled from it, artists would often touch it up with 
the burin, strengthen the worn outlines, and put in new 
bits of modelling where the old had waned. Some 
masters — Israhel van Meckenem is one among the early 
engravers — made quite a practice of this, retouching a 
plate again and again, as soon as it was worn. There 
is yet a third kind of state, the existence of which is 
due to the collector. No sooner did engravings become 
numerous than collectors must have appeared, and they 
united discrimination with their taste and love of 1 prints. 
They knew that an early copy of a print was better 
than a late one, and they wanted to be sure that the 
copy they bought was one of the first printed. Engravers 
presently gave them a guide towards the establishment 
of priority of impression. They would print, perhaps, 
fifty or a hundred copies of a plate, and then add a 
monogram. A second set with^ the monogram would 
be printed, slightly inferior to the first, and then perhaps 
the date, or some lettering, would be engraved A third 
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set would be printed, whereupon some ^ight addition, 
a couple of leaves, an extra bit of shading, or some- 
thing of that kind would be added. Now the plate 
would begin to show wear distinctly, and a new set, 
with further additions, would be decidedly inferior to 
the prints taken before. Presently the plate would 
have to be retouched altogether. The collector loves to 
have a copy out of the first set, not only because it is 
better than one out of the others, for in some cases a copy 
out of the second set will be quite as good as one out 
of the first. But the number of impressions taken of 
each set will increase as a rule largely ; for example, 
a man would print, perhaps, twelve copies before making 
the first addition, fifty before making the next, two 
hundred before making the third, and so on. Now, a 
collector would much rather have something that only 
eleven other people in the world own, than one that 
is in the possession of fifty. 

We can make out a schedule for * states ' of en- 
gravings during the fifteenth and sixteenth century. Of 
course, no one print will run through all the list ; it rather 
covers all possible cases. 

I St state. — Different trial states, before the plate 

has been finished. 
2nd „ Before signature or lettering. 
3rd „ Before date or lettering ; sometimes be- 
fore the number, if the plate happens 
to be one of a series. 
4th „ Before additions ; there may be different 

states, as often as new additions are 
made ; the last would be 
5 th „ Before the plate has been retouched, and 

this retouching may recur several times. 



STATES A7 

To this list the seventeenth century, roughly 
speaking, adds four more : 

6th state. — Before address of publisher. 
7th „ Before the address has been cancelled. 
8th „ Before the addition of the address of the 

new publisher. Plates are often sold or 
inherited long after the artist is dead ; 
the new possessor will cause a new 
edition to be printed, and have his 
address engraved upon the plate. 
9th „ Sometimes the plate has been cut down 

to a smaller size. 
I repeat that the reader must not imagine any one 
plate to have gone through all these states. Some en- 
gravings of Beham, for instance, are extant only in the 
states 2-5, no copies of trial proofs, or of prints with 
address, &c., being known. Some Italian plates will only 
be found in the states 6-8. For mezzotints the schedule 
would be : 

ist state. — Before all lettering. 
2nd „ Before lettering — i.e. the names of the 

artists, and sometimes the title of the 
picture, merely scratched. 
3rd „ With the lettering engraved in full. 
4th „ With the address of the publisher. 
Again, hardly any mezzotint will be found to have 
run through the whole list 

It is only during the middle of our century that line 
engravings were run somewhat regularly through a 
system of states, and here it is : 

I St state. — Trial proof or proofs of the plate as 

' forwarded by etching.' (This techni- 
cal term will be explained later.) 
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2nd State. — Proof of the unfinished plate : also trial 

proof. 
3rd „ Finished proof. 

4th „ • Remarque * proof, perhaps 5-10 copies; 

some little design, called a * remarque/ 
is engraved upon the plate margin. 
5th „ Artists* proofs, before all lettering : the 

' remarque ' has been polished off. 
6th „ Before lettering — i.e. before title of pic- 
ture, only the names of the artists are 
engraved upon the lower margin. 
7th „ With open lettering. 
8th „ With lettering filled in, or solid. 
9th „ With address of publisher, 
loth ,, The same on common paper. 1-9 are 

usually printed upon extra India or 
Japan paper. 
There are line engravings made during our century 
which have been pushed through all these states. 

It is in etching, however, that the question of states 
is most important The art of etching is, as we shall see 
later on, a good deal more mobile than line engraving, 
and requires more trial proofs to control its progress. 
Again, even after he has finished his plate for the time 
being and printed an edition therefrom, the artist will be 
more likely to return to an etched than to an engraved 
plate at some future day and alter it. For in engraving 
there is, so to say, a definite goal : when this is reached 
every alteration will cause the plate to deteriorate. A 
finished etching may be changed without either spoiling 
or improving it. 

The remarks upon signatures, margins, and states 
apply, of course, partly to all forms of intaglio printing ; 
in fact, we had to anticipate and mention subjects like 
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mezzotinting, etching, &c., that are to be explained later 
on. They were inserted under the heading of * Line 
Engraving' only for convenience sake. 

After this digression, let us return to the progress of 
line engraving. 

We had proceeded as far as the time of Master E. S., 
who had already developed engraving up to a stage 
where the qualities of the burin were displayed to advan- 
tage. Schongauer, who brings the fifteenth century to 
a close, roughly speaking, is the first great and universal 
genius of the north to avail himself of the new art in 
order to express his ideas. He shows what possibilities 
lie latent in engraving, and in him there appears for the 
first time a fair rival to the Italian artists. His work 
may not be quite as harmonious as theirs, but it is im- 
pressive, and he successfully grapples with difficult pro- 
blems such as psychological expression. 

DUrer stands upon his shoulders, has profited by 
his experience, and he, we may say, brings the art of 
engraving to perfection. Whatever improvements en- 
gravingmay be considered to haveundergone after his time, 
we can discern traces of them at least in his prints. 

The principal development still in store for burin 
engraving lay in the direction of 'colour.' This, the 
usual term, is rather misleading, as no reference to 
different colours — ^such as green, red, blue — is intended. 
What is meant, rather, is that the line engraver learns 
how to give an impression of the colour peculiar to the 
object he presents. Down to the beginning of the 
seventeenth century this quality is missing. Almost all 
prints that were engraved before that period, especially 
the Italian ones, display a uniform gray tone. Light and 
shade are well distributed so as to round the modelling 
sufficiently ; we may be able to detect that a man's hair is 

E 
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lighter than his coat, but we do not receive a colour im- 
pression of each, and we cannot discover what the coat 
may have been made of. This is really the vital point, 
and 'texture' would be a better chosen word than 
* colour * to characterise the new style of engraving, as it 
would specify that engravers now succeed in engraving a 
face so as to look like skin, a coat to look like wool, or a 
dress to look like silk, not, as before, simply making one 
object lighter in tone than another. 

Two prints, at least, by DUrer, the shield of arms 
with the skull and the shield of arms with the cock, show 
this texture quality admirably, especially in regard to 
the polished steel helmets. But the ability to command 
it did not become general before the time of Agostino 
Carracci, of Cornelis Cort, and particularly of Hendrik 
Goltzius, who with his pupil De Gheyn were very suc- 
cessful in attaining this effect. 

The art of conveying texture is almost reducible to the 
use of the swell line. Every engraved line must, by nature 
of the process, run to a sharp point at each end. During 
the first stages of the art the increase to its average widui 
was so quick as to be hardly capable of being detected 
with the bare eye. Subsequently a virtue was made out 
of this necessity, and the line now slowly increases in 
width and depth from the point at which the burin 
attacks the copper, visibly swelling to a size considerably 
beyond what was formerly customary, then decreasing 
again to a point. I have already stated that such a 
heavy line is not only stronger and blacker, it is also 
more brilliant. Since texture, as far as our eye perceives 
it, seems to depend largely upon the greater or less 
degree of glossiness of the object, the artist by cleverly 
manipulating with brilliant and dull lines, as the occasion 
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may require, can produce texture in plain black and 
white. 

Unfortunately, the field for line engraving was en- 
larged in this manner at a time when taste and design 
were beginning to deteriorate. Consequently we do not 
enjoy the early examples of the new style, even though 
we at once recognise its fine qualities. The case is the 
same as when we compared fifteenth-century engraving in 
the north with that of the south. Although we had to 
admit that greater skill in handling the burin rested with 
the northern artist, still we found it difficult to take any 
delight in his productions because his powers of concep- 
tion and of drawing were not such as could appeal to us. 
It is not before the time of Louis XIV. that we meet 
with the best * colour '-line engravings — in short, we may 
say the best engravings. At his court a school of portrait 
engfravers arose which can boast of such names as 
Nanteuil, Masson, Edelink, Drevet, and many more, 
who produced most marvellous work. Most of their 
likenesses are busts, nearly life-size, in which we do not 
know what to admire most, their happy facility of cha- 
racteristic drawing, the wonderful ease with which the 
artist plies his burin, as if the copper offered no resistance 
at all, or the consummate skill with which he reproduces 
satins, silks, armours, furs, and all other textures. 
This is the classical period for line engraving, and if ever 
any rules of working should be set up for it, they must 
be based upon an examination of these men's work. 

From that time onwards, despite the many individu- 
ally good masters who have appeared from time to time, 
the art as a whole steadily declines. It became a matter 
of schooling and of authority. When masters of such 
excellence and of such fame arise, the younger genera- 

E 2 
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tion intuitively come to them and want to be taught But 
few persons, if any, can teach an art They cannot imbue 
the pupil with the spirit that was upon them when they 
laboured until their results were attained. They can only 
place the results themselves before the pupils, and perhaps 
formulate rules. When an art is once bound down by 
rules, when its development is no longer based upon a 
steady influx of fresh individual conceptions, it needs must 
decline: for the soul of the rules soon vanishes, and 
nothing but a skeleton remains. 

In the case of line engraving this skeleton was the 
manner of crossing one system of lines over another. 
What originally constituted only a means came to be 
regarded as an end, and the late-comers take keen 
delight in curving a line backwards and forwards in a 
most complicated way, in laying one set of lines neady 
and cleanly over the first, in greatly increasing the swell 
of the line, in consequence of which the work becomes 
wiry and empty — in short, in falling into every error and 
mannerism that they could possibly fall into. In such a 
print the lines have lost well-nigh all their expressiveness, 
and the whole plate is covered with an obtrusive set of 
* lozenges ' formed by the crossing of two or more sets of 
lines. The engravers found it wearisome to engrave the 
deep swell lines, so they ' forwarded * them by means of 
etching — that is, they etched them first to consider- 
able depth and then only went over them with the burin. 
By this fashion the burin line again lost some of its cha- 
racter, for an etching needle is handled differently from 
a burin, and even when gone over afterwards with 
the graver, the true burin quality cannot be entirely 
attained. 

In addition to all this, line engraving came to be 
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altogether a reproductive art, and while the original 
engfraver can please himself in every way by choice of 
subject, arrangement, manner of work, the copyist is 
hampered at all turns. He is under the influence of the 
painter he copies, and possibly even of the publisher who 
commissions him. He who, to begin with, possesses less 
genius than the creative artist, has in addition more diffi- 
culties to cope with, and consequently his work must be 
doubly inferior. 

It has always seemed to^ me that about the lowest 
stage line engraving ever reached ^of course I consider 
only such works as claim to be of tne highest order) is 
exemplified by the set of plates after the Allegri (Cor- 
reggio) frescoes at Parma. They were begun tolerably 
well by Toschi ; but the latest, published after Toschi's 
death by his pupils, are truly bad. 

Before continuing the story of line engraving, I must 
in a sort of parenthesis make mention of two men who 
stand a little aloof from the general development, each 
one having a ' style ' of his own. These men are Claude 
Mellan and Jean Morin, both of them contemporaries of 
Nanteuil. The former fell into the habit of working 
altogether without crossing lines. Where deep shadows 
were necessary, he did not heap lines, either parallel or 
crosswise, but simply distended the few he used. At 
some distance the effect occasionally is ffood and the 
modelling successfully achieved. Near at hand, at ordi- 
nary arm's-length even, the effect is unquiet and mottled ; 
the mannerism of it all comes out clearly, when we see that 
these lines suddenly increase and decrease as abruptly, 
without having their course affected. Of course this is a 
most unnatural way of using the burin, and the work 
looks empty and gray. Mellan attained the height of 
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mannerism when he combined this system of modelling 
with the use of a single line. The line is of course a 
spiral. It begins — the plate is an * Ecce Homo '—on 
the tip of the nose and suddenly swells out wherever the 
modelling requires dark shading. This line he could not 
work unmterruptedly, as one may draw a spiral with a 
pencil. He engraves a more or less uniform spiral first, 
and puts in these patches of shading afterwards. The 
use of this artificial rather than artistic spiral style of 
engraving fortunately remained very limited, and I know 
of only one man, the German Thoumeyssen, who imi- 
tated Mellan. 

Morin's work, on the other hand, is quite delightful. 
His can hardly be called a distinct style, however, as it 
does not consist of a new w^y of using the tools. It is 
based rather on the extended application of dots. Burin 
dots — not round, but infinitesimaJly short lines when seen 
through a magnifying glass — have, by the way, been used 
in combination with lines almost ever since engraving 
was first practised. Campagnola, a Venetian artist of 
the fifteenth century, engraved plates altogether by means 
of such dots, and Delaune, a little later, used burin dots 
to express the figure of God in his illustrations to Genesis, 
thereby giving Him an aerial supernatural appearance. 
These dots have nothing to do with stippling, and it is a 
mistake to cite Campagnola or Delaune as precursors of 
Bartolozzi ; for in stippling the mordant is an essential 
feature, as we shall see in time. Morin's dots, short 
hatches, and whole line system enable him to produce an 
excellent chiaroscuro.^ His portraits make a different 
impression upon us from those of all his contemporaries, 

1 A good deal of his work is etched, by the way, but the character of 
line engraving is preserved. 
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but, as before stated, this is rather in consequence of his 
individual way of looking at nature than of his individual 
handling of the graver ; in other words, they are different 
in conception, not in style. 

The general decadence of line engraving, of which we 
were speaking, extended well into our century. It was 
hastened and accentuated, so to speak, by the decadence of 
all the fine arts which took place during the first part of 
our century, in consequence of the French revolution and 
the wars. When countries are reduced to poverty, art of 
course cannot thrive, and it is a truism to say that it needs 
money. We really have no right to declaim against the 
poor taste prevalent in those times. Our forefathers 
would have had better taste if they could have afforded it. 
But what we may exclaim against is the strange conser- 
vatism of people of our own day who pretend to uphold 
that taste, who wish our modern art to be subjected to its 
rules, whereas dire necessity, and not free choice, was at 
the root of the matter. To this period we owe two new 
* styles ' of line engraving. But these so-called styles do 
not involve any new principles, other than those of omis- 
sion. The earlier is called ' outline engraving,' and is 
amply characterised by its name. All figures are repre- 
sented in outline only, and the modelling is limited to the 
most primitive and conventional indications. People can 
be found to this day who profess to take pleasure in look- 
ing at such prints, and praise their originators as great 
artists. However, it cannot be doubted that the only 
reason why those artists engraved in outline was because 
they had not sufficient schooling in drawing or modelling 
to do a plate of a higher order. The practice was com- 
mon to a large extent in Germany ; as soon as better times 
set in, none but the thoroughly incompetent men, such 
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as M. Retzsch,^ author of the excruciating illustrations to 
Shakspere, &c., adhered to it Flaxman, David Scott, 
Piroli, Frank Howard, are other artists well known in the 
field of outline engraving ; some of them did not engrave 
propria manu, but drew the design, which any inferior 
artisan coxAdi facsimile , on copper. 

As soon as times improved a little, and artists could 
afford to devote a sufficient number of years to study ; as 
soon also as they could attempt to do more careful and elabo- 
rate work because the increasing prosperity of the public 
reopened the demand for it, they straightway abandoned 
outline engraving and sought to produce work of a better 
quality. We do not get anything good at once ; still we 
do get something better, which is known by the name of 
* cartoon engraving.' It is only a step or two in advance 
of outline engraving, in the direction of better drawing 
and fuller modelling. But it does not go very far, and docs 
not come within measurable distance of * texture ' work 

The * cartoon ' engravers of our century have always 
flattered themselves to the extent of believing that they 
had a right to claim Marcantonio Raimondi as one of 
themselves. There is a certain degree of resemblance, 
for he too knew not how to reproduce tone and texture* 
But while Raimondi could look back at all the work done 
in his country before him and proudly maintain that his 
own was the best, and that it represented the highest 
stage in the art so far developed in Italy, how badly must 
the modern * cartoon ' engravers have felt when they 

* This able genius had not even learned such a little thing as using the 
burin to engrave outlines, and his designs, although drawn in what he 
considered the strict engraver's style, are etched. I doubt whether he knew 
enough to be able to do the biting himself. 

* The principal reason to account for this is, no doubt, the fact that hf 
reproduced monochrome models. 
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glanced from their plates to hundreds and hundreds of 
those done before them ! They comforted themselves 
with the reflection that the grapes were sour. According 
to them, the cartoon style is the more rigidly artistic one 
after all, and to be severe is a higher ideal than to be 
pleasing. They certainly managed to avoid pleasing, 
but their severity is only stilted. It would have been 
wiser for them to have admitted their inferiority and to 
have striven to mend it as soon as possible, instead of 
propping it up as something good, chosen by their own 
free-will, and an ideal to be followed ever after. For 
really it was not their fault that misfortunes due to the 
period had set the whole art back again into its infancy, 
and that they represented merely the Renascence of 
an early more or less imperfect stage. The * cartoon' 
engraver is even less to blame, from the fact that he is 
not his own interpreter, but is entirely dependent upon 
the ' cartoon ' draughtsman. 

Students of the history of art during the present cen- 
tury, that strange period in which all stages that have 
ever been gone through are hurriedly and briefly rehearsed 
over again, well know that there was a time when artists* 
brains were stimulated to the conception of grand ideas, 
while their hands were not provided with any But the most 
insufficient training. It was the period, even now not so 
very remote, during which * the idea of the whole * was 
deemed the essential thing in art, whilst matters of per- 
spective, of correct drawing, and the proper use of oils 
and brush, were considered of secondary importance, if 
not altogether irrelevant. The artist then could shake 
hands with the faith-cure doctor as with a brother, since 
he manipulated without having learned to use the tools 
and rules of his profession. The technique of oil-painting 
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was altogether beyond — or, as he thought, beneath — ^him, 
so he took to drawing huge black-and-white cartoons; 
sometimes they were slightly tinted, but never painted. 
Size and the literary explanation pinned to each picture 
had to make up for the absence of all aesthetic qualities. 
How should the poor burin engraver, when doomed to 
reproduce such creations, be able to make anything 
enjoyable out of it } 

Outline and cartoon engraving were not practised 
extensively in England, but they found a ready market 
there. Some works — for instance, Maclise s * Norman 
Conquest,' produced under the supervision of Gruner, 
were made exclusively for that country. 

There is a third, perhaps even more odious, form of 
engraving prevalent during the first half of our century — 
this time especially in England. I mean steel engraving. 
The principles of work remain the same as before, the 
modifications of style depending solely upon the excessive 
hardness of the steel plate as compared with copper. All 
freedom and lightness of hand, which burin engravers 
had acquired slowly from century to century, were 
lost at a blow, and the character of the work is one of 
stiff and inartistic exactness. In order to get ahead at 
all with the work, mechanical machines were used to 
engrave sky, grass, water, and other Mess interesting 
parts * of the plate, as they were called. Of course the 
result was constrained, very tidy and accurate, and very 
insipid. Steel engraving was employed mostly for cheap 
landscape work and for an inferior kind of book illustra- 
tion. Occasionally expensive publications were * adorned * 
with them. They always look shallow and meagre ; the 
only thing that could ever be adduced in their ftivour is 
that an endless number of impressions could be taken 
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without wearing the plate. In our own day this advantage 
has been secured for copper plates by means of steel-facing, 
and thus steel engraving has lost its sole claim to 
attention. 

We may add still another cause of the decline of line 
engraving, over and above those already specified, which 
is the growing popularity of etching ever since the 
beginning of the seventeenth century. Etching being 
a more mobile process and one which requires, perhaps, 
more talent, but on the other hand a good deal less 
application and time than line engraving, succeeded after 
a time in wholly captivating the original artists. Except 
where a certain kind of delicacy that line engraving 
alone possesses was required — as, for instance, in the 
magnificent vignette illustrations of the last century — all 
creative artists would prefer to realise their ideas by the 
aid of the subtle and ready point Thus the further 
progress of line engraving depended upon the lesser kind 
of artists, who did not originate any ideas, but only 
interpreted those of others. They fell back largely upon 
the pictures of the Renascence, and reproduced Raffaello 
Santi's paintings with especial ardour. Some of the 
Madonnas were done over and over again, each plate 
serving as a sort of criterion to show whether its maker 
was superior to the man before him or not. Thus even 
the choice of subjects tended to estrange the engravers 
more and more from living art, and on the point that they 
became artificial and poor we have already laid sufficient 
stress. 

If we are compelled to admit the deterioration of the 
art, we must also admit that it has received its fair share 
of abuse. Almost every English artist who within the 
last fifteen years or so has published anything upon the 
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subject of black-and-white art has cast his stone at 
the engraver. Seymour- Haden and Hamerton were, 
I believe, the first to begin, and by the time they had 
done with him there was hardly anything left for the rest 
to pick to pieces. When any of these writers condemn a 
thing as bad and unsympathetic, they seem constrained 
to add the words ' contrary to the engraver's idea.' 
They are quite certain that line engraving is a poor 
thing, and seem to believe that the painter-etcher is in 
sole possession of the secrets of true art. In order to 
be quite sure of this, they very coolly claim the mezzo- 
tinter and dry-pointer as belonging to their side. It 
seems to be altogether forgotten that there were painter- 
engravers long before the painter-etcher was ever heard 
of, and that they in their day produced works equal to 
any etcher's. Apparently, then, the process should be 
a little more than 'cold, classical, and proper.* After all, 
it is absurd to condemn an art simply because its later 
interpreters were mannerists. 

Fortunately, the prejudice against line engraving is 
waning among artists of our own day, and the process is 
beginning to raise its head again. Two resurrections 
have taken place simultaneously, in France and Germany. 
In both cases somewhat of a hybrid form is the result, 
plainly designated as such by the new name, * Graver- 
etching.' 

Irritated by the conventional and empty lozenge 
method in vogue among recent engravers, Stauffer- 
Bern, in Germany, threw all the attainments of line 
engraving, good or bad, overboard and used the 
graver in a practically new manner. He engraved 
only very light, shallow lines, which required very little 
pressure, and consequently left his hand free to guide the 
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burin in almost as arbitrary a manner as the point 
These lines are not arranged on any set principle, but 
the direction may always vary whenever the form of the 
object depicted requires it. The lines, moreover, are so 
delicate and so close together that they blend into a tone 
very easily. The result is a sort of midway step between 
an engraving and an etching, some of the metallic 
quality of the burin line being preserved, while as far as 
conduct is concerned, the line possesses some of the 
etcher s freedom. To a sensitive eye, I believe this will 
always remain a combination of two heterogeneous 
elements. It has opened the way to a dangerously high 
grade of modelling, and tempts the artist to discard line 
and aim at realism. It is significant that Stauffer was 
at heart a sculptor, whose main ideal was always perfect 
modelling. This ideal he carried also into black-and- 
•white art. The same is the case with Klinger, who may 
be cited as the principal artist who followed Stauffer's 
method of engraving. 

The French revival of line engraving, led by Gaillard, 
comes practically to the same thing. With him, however, 
there is hardly any effect of line left, and it is all tone. 
By heaping up excessively minute hair-lines, much 
shorter even than those of Stauffer, he produces plates 
which at times unfortunately approach photogravures, 
and the lines themselves can be distinguished only after 
close scrutiny. 

These methods rest upon the invention of 
steel-facing. A copper plate engraved in such a delicate 
manner would wear out after less than twenty-five 
impressions, perhaps. Steel-faced it may be printed 
over and over again practically without a limit, for as 
soon as the steel-face should wear off", the plate can 
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be again immersed in the electrotyper's bath and a 
new coat of steel be deposited. Thus it is now the 
case that engraving in such a manner can be made 
profitable, while formerly no artist could well attempt 
it, even if it suited his inclinations ; for the elaborate 
and difficult undertaking would not realise enough to 
pay him for his pains. 

There is a third revival of burin engraving which 
I consider to be of more promise than the others, 
though it has hitherto been conducted only on a very 
limited scale. It is based upon a variation, or im- 
provement rather, of the burin. The instrument is 
made with its cutting point turned back ; consequently, 
the engraver while at work does not push it, but pulls 
it towards himself The quality of the burin-line, its 
brilliancy, and its faculty of reproducing texture are 
perfectly preserved, while there is a great field for 
development in the matter of its direction. Direction 
was, as we saw, just the weak point of the later en- 
gravers, and they had fallen into a mannered system. 
When a man pulls a graver, he naturally would handle 
the instrument in a different manner from when he 
pushes it, and plainly a new style may be formed upon 
this basis. 

Compared with woodcutting, the art of engraving upon 
copper has always been considered as of a higher order. 
It will be remembered that engravings were signed earlier 
and oftener than woodcuts, which alone goes to prove 
that the artist thought them a higher form of art and 
worth claiming. Again, it will be remembered that the 
actual woodcutting was very soon assigned to artisans, 
who needed not a shadow of draughtsmanship, let alone 
creative power, to become expert in their work. This 
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was not the case in engraving, for the engraver, even 
when he did a plate the design of which was not his 
own — in other words, when he reproduced the drawing 
or painting of some other artist — ^had always to recast this 
prototype into a linear design, so as to be able to engrave 
it with the burin, and this was a piece of creative 
draughtsmanship.^ I believe it was only during the 
short period when art was at its lowest stage that the 
engraver sunk down to the state of a mechanic, and 
needed someone else to draw the design upon his plate. 
Then, of course, he had only to dig out the prescribed 
lines, and was no more of an artist than the woodcutter 
just mentioned. That such plates and such men should 
be thought much of even to our day is an extraordinary 
anomaly, truly to be lamented. There are * collectors ' 
who will pay ;^ioo for an impression of Fr. Muller's 
Sistine Madonna. MuUer was gradually growing insane 
while working the plate, and so it is not altogether his 
fault if he did not make an enjoyable thing out of it. 
The drawing was done by a lady, Crescentia Seydel- 
mann, who copied pictures now and then in an amateurish 
way, with more or less talent. This combination of a 
dilettante's and a sick man's work was puffed up by 
litterateurs and so-called connoisseurs ; it floated further- 
more upon the fame of the original painting (dependent 
in like manner not altogether upon its artistic qualities), 
and so great is the conservatism of a certain class of 
people that they are still overawed by its traditional 
reputation. 

As a means of illustrating books, engravings on 
copper (including all the different forms, such as etching, 

 The modem wood engraver ranks, of course, in this respect with the engraver on 
copper. 
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&c.) could not well come into competition with wood- 
cutting, on account of its expensiveness. Woodcuts are 
set into the type and printed along with it Engravings 
must always be printed separately, of course, and would 
be very seldom set in amongst type, because the unsized 
paper that is good for printing engravings is not the 
best thing on which to print ty^, and vice versa. How- 
ever, there are, of course, a large number of books with 
engraved illustrations, the most interesting group being, 
perhaps, the editions of famous novelists and dramatic 
authors published in France between 1650-1750, and 
the host of pocket calendars published during the eight- 
eenth century. 

In the course of this chapter — which, strictly 
speaking, should have dealt only with line engraving — 
etching, mezzotinting, and other kinds of intaglio prints 
have been often mentioned, whenever topics have been 
under discussion that applied to all alike. For that 
matter they are sometimes spoken of collectively under 
the general name of 'engraving.' The next thing in 
order will be to take up all these methods individually. 
Taking them up in the order of their importance, 
etching comes first. 
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CHAPTER IV 

ETCHING 

N etching a natural agency is called in to assist 
the human hand in producing the work of art. 

The etcher takes a copper plate, well ham- 
mered^ planed, and polished, just like the one 
used for line engraving, and covers it witn a * ground.' This 
' ground ' consists of a mixture of white wax, gum mastic, 
and asphaltum. There are many recipes for making the 
mixture, the important thing being that it should contain 
some component which will effectually resist the action 
of acid : it is worked into a ball when hard, and kept in 
a piece of thin taffetas silk. When the silk is passed 
over a heated plate the * ground ' melts through, and may 
be dabbed evenly upon all parts of the plate, so that its 
whole surface is covered with a very thin film of 
* ground,' which is left to dry upon it. The ground can 
also be mixed with oil of 'lavender to form a paste, and 
then be spread upon the plate by means of a roller. The 
oil of lavender is expelled afterwards by gentle heating. 
Wtiile laying ' grounds ' etchers must take good care to 
have their plates absolutely clean, and see that no dust 
be flying about. When dry the * ground * is still trans- 
parent, and it would be difficult to see any work done 
upon it. To obviate this, the ground is made black by 
smoking it over a taper. 

Upon this black and shiny surface the etcher draws 
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his design, or at least a sketch of it, with pencil orj 
sanguine. Of course, designs may *be transferred upon 
it in any of the ways that have been described under the \ 
heading of* Line Engraving,' and of course all designs^ 
must be reversed. 

Now the etcher takes his needle or point, which is 1 
something like a common sewing needle set into a.i 
wooden handle, or any sort of a metal bar running to a \ 
point that can be variously sharpened. With it he goes h 
over all the lines of the design, removing the ground, but d 
not pressing hard enough to scratch the copper itself. | 
After all lines have been gone over, the complete design J 
will show in shining red copper colour against the black | 
ground. The back and the edges of the plate are then 
covered with Brunswick black or some other varnish 
which protects the copper from the acid in the same way 
as does the 'ground,' and the plate is immersed in a 
shallow dish made of glass, porcelain, or hard rubber, and ^ 
filled with a mordant. There are many different mor- '\ 
dants, the commonest being nitric acid diluted with equal 
parts of water. Nitrous acid, about ten parts of acid to 
nine parts of water, is said to bite more slowly and to work 
more evenly. Chlorate of potash and hydrochloric acid 
strongly diluted with water, called the Dutch mordant, 
is considered by many to be best, as it bites very slowly, 
evenly, and downwards, while the other mordants, 
especially nitric acid, have a tendency to get in under 
the ground and widen the line, whereas they should only 
deepen it. Besides, with this Dutch mordant, no fumes 
arise during the biting. 

The acid slowly eats away the copper in the lines 
which the needle has laid bare, thus enabling the etcher 
to dispense with the laborious task of digging out the 
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furrows. The length of the biting is determined by 
many factors, primarily by the quality of the copper and 
the composition of the mordant In a warm room 
the acid bites more rapidly than in a cold one. Open, 
broad sketchy work bites more slowly than work filled 
with mubh close detail, as in the latter case the action of 
the acid is quickened by the chemical heat developed 
during the biting. Except when the Dutch mordant is 
used, little bubbles arise wherever the copper is being 
eaten away, and must be removed with a soft brush. 
The quantity and size of these bubbles aid the etcher 
in determining the speed of the biting. 

When the furrows have been bitten sufficiently deep 
■the plate is taken out of the bath, rinsed with clear water, 
and dried, and the * ground ' is removed with a rag and 
turpentine. And now„ if the etching is one of the simplest 
^kind, and if each step in the proceeding has so far been 
* successful, the plate is ready for printing, which is con- 
ducted on exactly the same principles as the printing 
of a line engraving. Printing an etching, however, is a 
much more difficult affair, as more is left to the judgment 
of the printer. When printing an ideal line engraving 
the printer should wipe his plate in such a manner that the 
mk is held by the furrows only, and not a vestige of it re- 
mains upon the surface of the plate. The art of etching 
is greatly aided by the employment of a printer of good 
taste, to heighten its effect He may wipe parts of the plate 
less clean than others, and may leave a faint suggestion 
of ink upon the plate over and above that which is held 
by the lines. How much to leave and where to leave it 
are matters of judgment, and in this retraussage the fine 
printer distinguishes himself from his colleagues of poorer 
taste. One way of getting a printer's tone is to wipe the 

F2 



68 



ETCHING 



plate quite clean as if it were an engraving, then pass a hot, 
very light piece of cloth over it. This draws a tone on to 
the surface of the plate from out of the ink-filled furrows. 
Whereas the implements of line engraving — burin 
and copper plate — have remained unaltered ever since 
their invention, the working material of etching has 
undergone some changes in the course of time. Upon 
the whole, however, such alterations have rarely come 
into general use. 

Black 'grounds' have been invented, which rendered 
the smudgy and by no means very easy process of 
smoking a plate superfluous. Liquid grounds have 
been brought upon the market, by means of which a 
plate can be covered in much less time and more evenly 
than by the dabbing process. The liquid * ground ' con- 
sists of common * ground ' dissolved in chloroform, and 
the etcher operates much like the photographer when 
developing his negative. The difficulty of uneven 
biting is probably more or less unremediable, since it is 
the result of the chemical heat as above stated : still, 
mordants have been invented which profess to lessen 
this difficulty. Another matter that troubles the etcher, 
especially at the beginning, is that he cannot easily control 
his work whilst etching, because it is negative. That is, 
the lines are light, as the bare copper shines out at him, 
and the background, in this case the etching * ground,' 
is dark. Since we are all accustomed to exacdy the 
reverse whenever we draw, our pencil or ink lines being 
black upon white paper, this is at first very disturbing. 
The amount of work done always appears much larger 
than it really is, and each individual line appears wider. 
Many attempts have been made to remove this difficulty 
and make etching a positive process. The plate is 
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silver-coated, and the ground covered with some sort of 
whiting instead of being smoked. The acid turns the 
silver black, but the whiting must be of such a composi- 
tion as to withstand the effects of acid. All such 
grounds are difficult to prepare, and they are very liable 
to injury. As a matter of fact they are, afe a rule, used 
by amateurs and scarcely ever by famous etchers. The 
professional artist very soon comes so thoroughly into 
touch with his work, in the course of his daily practice, 
that he does not need any of these makeshifts. 

Finally, it may be mentioned that instead of 
immersing the plate, after back and edges have been 
protected, in a bath, the plate itself may be converted 
into a bath by simply placing a ridge of wax to the 
height of an inch or less all around the edges and pour- 
ing the mordant directly upon the plate. 

Line engraving was learned from the goldsmiths : 
etching from the armourers. The practice of ornament- 
ing guns and arms with etched ornaments is a good deal 
prior to the oldest printed etching that we have been 
able to find. This is, by the way, a girl bathing, etched 
by the Swiss engraver and woodcutter Urs Graf, in the 
year 1 5 1 3 ; Diirer^s etchings must have been done about 
the same time. These prints were etched on iron, and 
were bitten only once. The line is very vigorous and 
strong, of one width throughout, and the prints some- 
what resemble a powerful woodcut, though they are 
freer in drawing. It was not, however, before the proper 
mordant for copper had been discovered — which must 
have occurred about the time of Durer s death — that the 
practice of etching became more general. One of the 
earliest interpreters is Augustin Hirschvogel. He was 



70 ETCHING 

one of the second generation of the so-called 'little 
masters' — ^a man of numerous talents and adventurous 
life. In his landscapes he evinced a fine feeling for the 
proper province of etching — suggestiveness. The deft 
and capricious point, so prone to work lightly and ever 
ready to stop, so much the opposite of the heavy, 
sturdy burin, which once set in the copper is loth to 
leave it, must have led him to this understanding. Some 
of his work is not altogether unlike the delicate feats of 
that most modem artist. Whistler. A mere breath of a 
line suggests miles of distance in the background, the 
sum total of lines is reduced to almost the lowest point 
However, it is only in a few cases that Hirschvogel has 
been so successful — his treatment of detail in the fore- 
ground is generally not so good. 

This one element of style proper to etching, then, 
was recognised and developed quite early. Another 
element almost as important as suggestiveness was first 
noticed and elaborated by Jacques Callot, who to this 
day remains one of the best masters of the art of 
etching. He found that the technique of etching 
enabled him by special means to introduce tonality into 
his print. 

If a plate be etched altogether with one needle and 
it be bitten once, all the lines will be of equal strength. 
This would spoil the majority of designs, since we 
usually require lines of different gradations ; for instance, 
fine, delicate ones in the perspective distance, heavy ones 
in the near at hand foreground. To a certain extent 
the use of variously sharpened needles will bring about 
the desired effect, but only to a very limited degree. 
The true way of attaining it is easily explained, but not 
easily carried out. 
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Suppose things so arranged that five minutes* im- 
mersion in the acid bath will suffice to bite all the lines 
slightly. The plate is then taken out and the etcher 
carefully covers — * stops out/ as he calls it — all such lines 
as are already sufficiently heavy, with a brush and Bruns- 
wick black. These being now protected from further 
action of the acid, the plate is again immersed in the 
bath. A further biting of five minutes will strengthen 
all the other lines, until a second set must be stopped 
out ; and so on, until at last the heaviest lines of the 
foreground are bitten. 

Of course, this process of 'stopping out' is very 
difficult, as naturally all lines of one order of thickness 
are not close together, but occasionally scattered all over 
the plate, so that consummate skill and judgment are 
necessary in protecting them without covering up lines 
that ought to bite longer. Again, the contrast between 
the different sets of lines must not be too great, or else 
the plate will look blotchy, especially after a fair number 
of prints have been pulled. Some artists have con- 
sequently tried to devise methods by which one could 
avoid the difficulties of 'stopping out* One of them is to 
proceed in the reverse order ; that is, draw first only 
the heavy lines of the foreground and let them bite, say, 
five minutes. Then take the plate out and draw a second 
set, which in the end are to be a little lighter. Let them 
bite five minutes ; meanwhile the first set will have been 
bitten ten minutes, and so on until the last and lightest 
sets of lines have been bitten, the first set having been 
open to the action of the mordant all the while. How- 
ever, new difficulties are introduced which are hardly less 
troublesome than those obviated. The whole of the design, 
with every bit of shading, must have been drawn upon 
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the plate before any of the biting commences, and the 
artist is tied down to exactly what he has drawn. He is 
not free to add improvements or alterations while at work, 
but is in a way reduced to faithfully copying his own 
work. All work of correction is more difficult, and it is 
harder to control the work as it proceeds. There is another 
method by which a most perfect gradation of line may be 
accomplished, and that is working in the bath. The 
plate is put in the bath and is left there all the time as 
long as the needle works ; the needle, of course, lays the 
heaviest lines bare first, which continue biting all the 
time until the last lightest lines are set in. The acid eats 
away the needle too, but it is kept sharp. The difficulties 
of working in such a manner are all apparent ; no correc- 
tions can be made at all, and the work cannot be con- 
trolled. It goes without saying that only comparatively 
simple plates can be etched in the bath. After all, these 
methods of avoiding the practice of * stopping out ' may 
be considered rather as the special hobbies of individual 
artists, and have never been widely spread so as to 
replace the old standard manner of working. In order 
to control his ' stopping out,' the etcher has to resort to 
the taking of a good many more trial proofs than the 
engraver, and in trade a good deal more importance 
is attached to states of etchings than to states of en- 
gravings. 

The proving of an etched plate presents some new 
difficulties, as the 'ground' naturally must be removed 
before each printing takes place, and it is not easy to lay 
a new ' ground ' on an already bitten plate. To do this, 
dark etching ground is made into a paste by being mixed 
with oil of lavender, and this paste is evenly spread upon 
a roller, which is drawn lightly over the plate. Pressure 
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must be carefully avoided, for this would force the ground 
into the furrows, and thus prevent the mordant from 
acting upon them further. 

For original work etchers generally find from three 
to five trial proofs to be sufificient, seven to eight being 
considered a large number. The elaborate large * Re- 
productions,' done in our days by men like Waltner and 
Koepping, after old oil-paintings, require a good many 
more. Some of Koeppings etchings are extant in as 
many as twenty-two states. Attention has already been 
called to the fact that these states of etchings are impor- 
tant, and generally very much sought after. It often 
happens that an artist etches a plate to a certain state, 
pulls a few proofs, and then thinks he may alter the plate 
to advantage. Sometimes he succeeds, sometimes the 
acid or something else goes wrong, and he does not 
succeed. Consequently those few proofs have now 
become very valuable. In all cases their limited number 

¥'ves them especial value in the eyes of the collector, 
he connoisseur often likes them the better from the fact 
of their being more sketchy and suggestive than proofs 
from the finished plate. 

The process of * stopping out ' introduces atmosphere 
to a remarkable degree into a picture, and enables an 
artist to set a hazy distance into its proper tone. This 
feat was accomplished marvellously well by Callot in his 
* Pont Neuf * Claude Gell6e, who as an etcher seems to 
me to be far greater than as a painter, repeated it success- 
fiilly. In our own days Meryon is its greatest master, and 
out of a number of his works the Abside of Notre Dame 
may be cited as a wonderful instance of an atmospheric 
plate. But for that matter, many more, if not all, great 
etchers have succeeded in this respect, and all have, at 
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some time or other during their career, found it to be a 
fascinating problem. 

In our own days there has been a reversion from the 
system of frequent * stopping out,' and some of our best 
etchers do their plates in a single biting — in two or three 
at the most. A new and third trait has been found to be 
essential to the character of etching. It has been recog- 
nised as the art of line par excellence. In the delicately 
designed and cleverly toned work which is attained by 
means of frequent ' stopping out ' the quality of the line 
as such is almost entirely ignored. 

Etching seems an excellent means of exciting man's 
inventive faculties. Almost all etchers have made a few or 
more experiments and have hit upon some speciality, some 
trick of their own to aid them in bringing about desired 
effects. Sometimes the artists impart tneir discoveries 
to their pupils and to the world in general ; sometimes they 
keep them secret. The method of working in the bath ' 
is one such 'speciality.' Here are two others. The 
artist draws his design upon the bare copper with a 
pen and ordinary ink, which is left to dry. The plate is 
then grounded, smoked, and immersed in water. This 
dissolves the ink, which upon sponging comes off with 
the ground above it Thus the design is laid bare and 
the mordant can eat into the copper. The advantage 
over other methods claimed for this one is that it is 
positive, the ink being, of course, black upon the light 
copper. The great disadvantage, it seems to me, would 
be that pen-drawing is one thing and etching is another ; 
and pen-drawing remains just as much pen-drawing if it 
be done upon copper as if it be done upon paper. The 
other process is quite similar in principle. An ink is 
prepared of whiting, white sugar, and ox gall. Using 
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a fine brush, the artist paints or draws his design upon 
the rigidly cleaned plate and lets it dry. Then a liquid 
* ground* — common * ground * dissolved in ether — is poured 
over the plate, and the ether expelled by gentle heating. 
Now put the plate in a bath of the Dutch mordant, and 
the ink with the * ground ' over it will be dissolved, whilst 
the other 'ground' grows harder. Then the plate can 
be etched and 'stopped out' in the ordinary manner. 
No doubt almost every etcher has at some time or other 
tried little variations of this sort, but in the end they 
all return to the classical method of "Working with the 
point upon a grounded plate, and * stopping out ' if it 
be necessary. 

Compared with line engraving, etching has the 
advantage of being a quicker, to some extent an easier, 
process also. It has been said that whoever can draw 
can etch too, but this holds good only for a very simple 
form of the art, such as etchmg in oudine. As soon as 
an etcher strives after proper etching qualities, he often 
finds great difficulties in his way, and acid or copper 
sometimes baulk him badly. He is even compelled to 
count a good deal upon luck. Etching is ' easier ' only 
in so far as it does not require the long manual training 
which the burin engraver must undergo. But it is not 
easier from an artistic point of view, and the saying just 
quoted is foolish because of the fact that 'anybody 
who can draw' means, I suppose, 'anybody who can 
draw with pen, crayon, or pencil.' The etcher, however, 
must learn a new manner of drawing, governed by the 
conditions that the new instrument, the needle, imposes 
upon him. A simple pen-drawing, bitten in the copper 
and then printed, does not by any means constitute an 
etching worthy of the name. 
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The one fact, however, that etching evades the slow- 
labour of the burin alone sufficed to make it the pet of 
the creative artist from the time of its invention. It, too, 
has gone through a somewhat similar history to that of 
* engraving,' being employed as a means of reproducing 
first drawings, and then paintings, of other masters. It 
was often used side by side with line engraving upon 
the same plate. Again, it was made subservient to the 
burin inasmuch as it * forwarded ' lines which were later 
to be gone over wholly with the graver. But while 
line engraving as an original art may be said to have 

fradually fallen into disuse ever since the times of the 
Vench portrait engravers, etching as an original art 
always maintained its own. Ever since its invention, 
it was the process to which painters would naturally 
resort if ever they wished to make any attempt in black 
and white. For no other process within the whole field 
of printed pictorial art allows of such freedom of expres- 
sion, hampers the artist so little, and enables him to infuse 
to so great a degree his personality into the work in hand. 
If we look at the plates of Nanteuil, Masson, and 
Edelink, we shall hardly be able to distinguish them in 
many cases, and we could not make any conjectures as 
to their character from simply studying the prints. How 
different this is in etching ! We seem to be able to see 
the artist in his work. Mazzuoli's feeble mannerism, 
Guido Reni's unenergetic, colourless disposition clearly 
manifest themselves in their slipshod manner of working 
a plate. Salvatore Rosa's romantic spirit inbues his line 
with a wayward resdessness. Ribera's almost ferocious 
passion leads him to use the point with stern wilfulness. 
^v^^^o' s fin-de-si^cle heart delights in upsetting rules and 
contrasting shades where others would hardly venture to 
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contrast complementary colours. Van Dyck's dashing 
gaiety is apparent in that technique which boldly dares 
to stop at a moment when others would think that they 
had hardly begun. If we look over the three thousand 
odd prints of Hollar, we know better than from any written 
biography what a plodding, conscientious workman he 
was, one who always had to think of money even when 
buried ever so deep in his work. There is no dash 
about him ; it is all sturdy earnestness, and yet it is 
good. On the other hand, there is none of this anxiety in 
the work of another man who did over three thousand 
plates, Count Caylus, every line of whose work breathes 
the amiable, eager amateur. Chodowiecki must have 
come from a small town, and must have lived in * small * 
circumstances all his life ; the way he etches every plate is 
documentary evidence to this effect. Again, the Dutch 
heroes of etching — very few of them heroes in real life — 
display, each one of them, so distinctly a character of 
their own. In short, we may go through the whole list 
of names connected with etcning and we shall find that 
really no two men are alike : more than this, the artistic 
and even the human character of each one comes to the 
si^rface in his work. 

Some readers may think that this must be the case 
in all forms of art, but I challenge them to look at all 
line engravings done after the Sistine Madonna with a 
view towards finding anything of the engraver s character 
disclosed in them. Let them try the same thing in all 
other forms of art, and I am sure that they will find etching 
to be in the end the one in which artists are most 
unreserved. 

Rembrandt van Rijn — by almost universal verdict 
the prince of etchers — furnishes another example of this 
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fact The extremdy personal element in his artistic 
fancy, so inadequately eaqxressed by the word 'clair- 
obscur/ appears most pronounced in his etched work. 
The development of this * clair-obscur ' is in itself most 
interesting, as being an ideal example to show how an 
artistic form is born. Rembrandt probably worked in 
an ordinary room. His keen sense of sight, undisturbed 
by all powers of association which go so far towards 
adulterating our sense impressions, must have noticed 
that the fight in such an interior is lower than we 
generally assume it to be. For by the help of associa- 
tion we see objects in-doors plainer than out-of-doors, 
and recognise detail distinctly which, placed under an 
equal amount of light outside, would remain undefined. 
Rembrandt began by putting things into their real tone 
in interior pictures. Since he discovered a special 
means of reproducing this low, sombre tone, the result 
acquired a beauty of its own which greatly fascinated 
him. This led him to apply the reduction of tone values 
generally. The principle, which primarily was an effort 
in the direction of imitative truthfulness, was now reversed 
in being applied to out-of-door situations. Thereby it 
was at once changed from naturalism to style. 

The special means which enabled Van Rijn to attain 
the chiaroscuro effect was the use of the dry point, upon 
which he fell back almost exclusively in later years. 
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DRY POINT 




RY point consists simply in working upon the 
bare copper, without the use of 'ground' or 
I acid No new tools are used, but the effect 
produced is quite new. 

The copper, the transferring of the desio^n, &c, are 
the same as in line engraving. Then an etching needle 
or diamond point is taken up, with which the etcher 
goes over all the lines of the design. In making the 
furrows the artist draws tjhe point towards himself and 
presses rather heavily upon the copper. He does not 
dig out a shaving of copper, as with the burin, but simply 
makes a scratch upon the plate, so that the displaced 
copper is forced up in miniature ridges alongside of the 
line. If he holds the needle quite perpendicular there 
will be a slight ridge on each side of the furrow ; if he 
holds it at an angle, there will be only one ridge on the 
opposite bank of the furrow, as large as the two in the 
other case put together. This ridge is called the burr, 
and it constitutes the distinctive feature of dry-point 
work. Its size depends upon the amount of pressure 
exercised and upon the angle at which the needle may 
have been held. 

When the plate is inked for printing, the ink clings 
to the burr and produces a magnificent rich and deep 
soft shade, the quality of which no other method of en- 
graving can equal. 

The dry-point process is very difficult, for there is 
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no means of steadying the hand while it works upon the 
plate, and there is continual danger of the needle slipping 
away, especially when a curved or other complicated line 
is attempted. Furthermore, dry points require a most 
extraordinary degree of care in the printing. For in the 
press, and especially in the hands of the printer while he 
is inking and wiping the plate, the burr suffers rapidly. 
It is a very slight elevation of copper at best, and as a 
rule only a dozen or twenty prints can be taken before it 
is worn off.* Impressions taken after this look as if all 
the life had been taken out of them : they are skeletons, 
frameworks without shadow or depth. 

Dry-point engraving, just like etching with a mor- 
dant, seems to have been practised before the real 
strength of the art — that is, utilisation of the burr — was 
appreciated. There is a fair amount of fifteenth-century 
work, especially in the north, which was probably ac- 
complished with the dry point. However, it is impossible 
to state this with any degree of certainty, for in this case 
the burr was carefully removed with the burnisher, and 
the slight line remaining may have been made with the 
ordinary burin just as well as with the dry point. From 
the direction of the lines we are led to believe that the 
latter must have been employed. If this be true, then 
the refined Master of the Playing Cards is among the 
first to have used the dry point extensively. The so- 
called Master of the Amsterdam Cabinet — one of the 
most original and extraordinary engravers of all those 
who worked before the year 1 500 — seems to have done 
a number of plates altogether (not merely the shading) 

* The days of steel-feeing have, of course, changed this. However, it 
must be remembered that a trained eye can distinguish between the good, 
warm impressions taken from the copper and the hard, cold ones taken 
from the plate after it has been steeled. 
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with the dry point. His style of line seems too nervous 
and ungovernable to have been produced by the burin. 

In the application and development of the true burr 
quality, DUrer again seems to be pioneer. Two of his 
most splendid prints — a Holy Family and a St. Jerome 
-—-depend almost entirely upon the burr for their happy 
eflfect. Good impressions are extremely rare, and even 
the poor ones, from the worn plates, are only moderately 
common. In this case dry point was used as an acces- 
sory to the burin. It has very generally been used to 
supplement etching. This seems a more natural state of 
things ; for the etcher, who already has the needle in 
hand, would be most likely to add a touch here and 
there, while proving a plate, upon the bare copper. It 
was probably by such chance corrections that the true 
value of the dry point burr was discovered, namely, that 
by adding a scratch with the point one gains not only the 
additional line, but a rich burr shadow over and above it. 
The Dutch etchers of the seventh century, and above all 
Rembrandt van Rijn, acquired a marvellous command 
over this technique, and raised it from being a helpmate 
to etching to the position of a separate art. A soft, 
warm tone of subdued light is cast over the plate, and 
this artificial lighting is often employed to concentrate 
and emphasize the composition of the picture. Such 
will be found to be the case in Rembrandt's La Petite 
Tombe, Triumph of Mardochai, John and Peter before 
the Temple, and many others. 

In our times dry point has been used principally for 
landscapes and portraits. There is no better way of 
getting a sunset glow, of rendering the soft shadows of 
wind-stirred foliage in black and white, than by means of 
this process. Some of the most charming plates by 

G 
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Haden would alone suffice to prove this assertion. 
Again, the daintiness and delicacy of the point line adapt 
it admirably to the reproduction of fair women or of 
children's heads. No one has of late been more 
successful in this art than Helleu. Besides applying the 
burr in a most captivating manner, he has brought 
forward a new element of dry point — the beautiful sweep 
and flow of line, wherein he has found no rival. 
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CHAPTER VI 

MEZZOTINT ENGRAVING 

|HE three methods of engraving upon copper 
which have been discussea so far were methods 
of line. None of them enabled the artist to 
print a tone or surface from the copper. In 
nature, however, things present themselves to our eye 
almost entirely in tone. In a face, in a landscape, one 
surface or tone sets off another, and there are hardly any 
lines to be seen except those that circumscribe the object. 
It is the artist's task to resolve or translate these surfaces 
into a scheme of lines. This alone is the feat which makes 
up his art, and it is in this that one draughtsman artist 
displays his superiority over another. 

Should it by any means be possible to reproduce the 
tones of nature directly — that is, by the employment of 
tones in place of lines — this would of course make the 
work much easier, and would do away with a great deal 
of exacting intellectual labour. It would give the small 
artist more of an opportunity, and we should naturally 
expect him to look about for such means. As a matter 
of fact, amateurs — by no means only such as voluntarily 
accept the appellation — have been the originators of most 
of the processes yet to be described, and have loved to 
experiment with them. We find this to be the case in all 
branches of human activity ; the technical innovations are 

G2 
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generally worried out by the dii minores. A true profes- 
sional, in the best sense of the word, does not look for new 
matter, but for new form ; he loves to subdue some means 
already in vogue, and to force them to the expression of 
his subjective style. Like a Shakspere, he will take up 
old stories, and make something new out of them. To 
do this in art requires intellectual capabilities of the first 
order, far greater than those necessary to the invention 
of new stories. The second-rate man does not possess 
such powers sufficiently to develop an original concep- 
tion into a new and true style. But he loves to handle 
the implements of the craft, in the continual hope of 
chancing upon a discovery. 

Mezzotinting was apparently somewhat of a chance 
discovery. For, looking at Siegen's first plate, we note 
that he used his rocker for the purpose of direct 
shading, somewhat like a roulette. It was probably only 
upon making some corrections upon parts thus worked 
that the new principle occurred to him. 

The mezzotinter employs an instrument called a rocker 
or cradle. It consists of a steel blade or chisel slighdy 
rounded at the lower cutting edge, which may be 
sharpened at different angles. This edge is set with 
minute teeth, sometimes as many as one hundred and 
twenty, sometimes only from forty to sixty to the inch. 
The curved toothed edge is at the most two and a half 
inches long ; the steel is set in a handle perpendicular to 
the edge. 

Starting at the upper left-hand corner of the plate 
(hammered, planed, and polished as before) the mezzo- 
tinter rocks with this instrument, the teeth making innu- 
merable close zigzags of about half an inch in breadth, till 
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he has reached the bottom of the plate. Then he com- 
mences a second strip to the right of the first, and another, 
and others till he has reached the right margin of the plate. 
When he has worked up the whole face of the plate in 
this manner, he turns it about and works it from side to 
side — that is, in strips perpendicular to those he has just 
completed. After that he works it in both diagonal 
directions. When you learn that he has to go over the 
plate about twenty times in each one of the four directions, 
you will know that rocking a plate completely is a very 
long and tiresome process. Artists could, of course, get 
some apprentice to do the work for them, and nowadays 
ready rocked plates may be bought in the market. But 
they are not frequently employed. For while rocking 
the plate the artist gets into sympathy with it and will 
know where it is weak and where it is strong, all of 
which is, of course, useful in the sequel. 

The rocking is not only tedious, it requires a good deal 
of care, for an equal degree of pressure must be applied 
so that the plate may be rocked as evenly as possible. 

Modern contrivance has succeeded in making rockers 
that will ensure a greater degree of evenness than the old 
rocker. In the new machine the blade is not set directly 
under and in a line with the handle, but at right angles to it. 
This horizontal handle is more than a foot long, and rests 
with its further end in a groove. A weight is fixed above the 
blade where the handle joins it, and the artist's hand now 
only rocks the handle without exercising any pressure on it, 
gradually drawing it back in its groove at the same time. 

I f an impression were made from a plate completely 
rocked, the paper would show an uninterrupted surface 
of velvety blackness, for the whole surface of the copper 
is rough and the ink is held everywhere. 
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Upon the plate thus rocked the mezzotinter draws or 
transfers his design, this time if he likes with a brush. 
He then takes a scraper, something similar to a lancet in 
shape, and cuts away the roughened grain wherever there 
are lights in the design, more or less according to the 
strength of these lights. Should he wish any part of it 
to come out white in the printing, he must cut all the 
burr away and then polish and burnish the place so that 
when the plate is inked no ink will be held there. It 
will be noticed that he works from dark to light, reversing 
our ordinary way of modelling, just in the same manner as 
does the modern woodcutter. 

The principal artistic quality of this process is its 
realisation of a deep velvety blackness not to be attained 
by any other method, though the burr of the dry point is 
somewhat akin to it The mezzotinter s plate is in reality 
nothing more or less than a plate which has been trans- 
formed into an unbroken expanse of burr, to be scraped 
away wherever it is not necessary. But the effect in 
printing is different. The blackness of the real dry point 
burr which results when the plate is worked from light to 
dark is more brilliant and has something of the sugges- 
tiveness of a cleverly etched line. The mezzotint black- 
ness is more * reliable,* so to speak ; it is less flashy, and 
does not admit of such strong contrasts. Taken altogether, 
the plates are much darker than those done by other 
methods, and thus it happens that mezzotinting is called 
in French and German the * black manner of engraving.* 

It has several points to recommend it. In the first 
place, aft^r the plate has once been rocked it is very 
easy to work upon, no other method of engraving upon 
copper being easier or quicker. Secondly, the artist 
while working has always his design in a positive form 
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before him — that is, the parts become lighter and shinier 
as the design grows lighter. Again, corrections are easy, 
since if you have scraped any light down too high you 
can reduce it by simply rocking tne plate slightly again. 
Mezzotinting is peculiarly adapted to two very different 
ends, to the most subtle gradation from light to shade, 
as well as to the reproduction of strong contrasts with 
cast shadows, such as candle scenes, forges, storms with 
lightning. Of all the ' surface ' methods it must be 
granted to be the first, distancing the other dry methods 
by virtue of its facility and extreme sensibility in the 
hands of a fine artist, leaving the wet methods — those 
that employ a mordant — behind it by virtue of the fact 
that it leaves least to chance. 

Almost all English manuals on etching and mezzo- 
tinting, written by artists, seem oddly enough to be 
still undecided whether to call Ludwig von Siegen or 
Prince Rupert the true inventor of mezzotinting. There 
is not the shadow of doubt on the question, and von 
Siegen's priority was definitely established by L6on 
de Laborde in his * History of Mezzotint Engraving.* 
This book appeared in 1839, and is based upon original 
documents. English authors make this mistake perhaps 
because the earliest book to mention the new art at all, 
Evelyn's * Sculptura,* which appeared in the year 1662 
in London, attributes the invention to the Prince instead 
of von Siegen, who was an officer in the Hessian service. 

There has hardly been any development of mezzo- 
tinting since it was once well established. As has already 
been stated, close scrutiny of von Siegen's Countess 
Elisabeth (his first plate, bearing the date 1642) seems to 
show that he first worked from light to dark with the 
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cradle, and that it was probably only when burnishing 
down a spot which he had rocked too much that the pos- 
sibility of an entirely new system of work revealed itself 
to him. His first really rocked plates were rocked very 
irregularly. The same holds good of the plates of his 
pupil Prince Rupert. Neither of these amateurs had the 
patience — not to be expected of military commanders — 
necessary to rock a plate evenly, and in the higher lights 
we can see plainly how irregularly the zigzags run. 
The Prince engaged the services of a kind of apprentice, 
Wallerant Vaillant, and he in time became the first pro- 
fessional to engage in mezzotinting. The science which 
he learnt from his master he kept for a long time as a 
cherished secret He was the first man to rock a plate 
perfectly evenly, and of course it is only upon a plate 
so treated that the true qualities of mezzotinting will 
appear. 

The craft has undergone no variation or improve- 
ment, with the exception of the invention of a new 
handle to the rocker as described above, to our day. 
Sometimes artists have etched an outline of their design 
upon the plate before rocking, giving also some of the 
heavy shading by means of deep bitten lines. However, 
this combination cannot be deemed a very happy one, 
although some of the most renowed artists, such as 
Earlom, for example, at times resorted to this method. 
If the black heavy etched line show through after the 
plate has been rocked and scraped, then the harmony of 
the soft picturesque mezzotinted shade is disturbed. If 
it is weakly bitten, and, consequendy, absorbed by the 
rocked grain, then it seems superfluous to have done it 
at all. At all times combinations of different methods 
are very difficult and not to be recommended. Dry point 
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and etching are quite akin, and unite in perfect harmony 
upon the same plate ; but beyond these all other 
methods differ so much from one another in character 
that harmony and style are lost when they are combined. 

There has always been more or less of original 
mezzotinting, especially in portraiture. Von Siegen's 
first production was a portrait from life, and among 
the earlier adepts of the art quite a number pro- 
duced hardly anything -else but portraits from life. 
Still, if we take into account all the plates ever scraped, 
I should think that at least nine-tenths of them would 
be found to be reproductions of oil-paintings. Mezzo- 
tinting, being a surface method and a comparatively 
easy one, was hailed with delight by all the artists 
who limited themselves to the task of copying paint- 
ings. Their chief aim must always be a perfect 
chiaroscuro, and working in line is not only a difficult 
method, but one which will always fall somewhat short of 
success from their point of view. Now, however, they could 
copy in the same medium, as it were, in which the 
paintings were done. As is well known, the best period 
of this reproductive art occurred in the latter half of the 
eighteenth century, when English engravers devoted 
themselves to mezzotinting the pictures of the British 
school, which, in consequence of being able to call artists 
like Gainsborough, Romney, Reynolds, its own, could lay 
claim to the first rank among contemporaries. 

The Dickinsons, EarToms, Fishers, Houstons, 
McArdells, Pethers, Smiths, &c., have gained great and 
deserved renown, and raised the art of mezzotinting to 
such prominence that it has been almost identified with 
the English school, although it was not invented in 
this country, and not practised here exclusively. But 
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upon the Continent the art fell into oblivion and disre- 
pute : tradition was interrupted, so that the later 
continental mezzotinters at Mannheim, Vienna, and Berlin 
went to London in order to learn the craft, and their 
productions plainly show this dependency. 

There was also an era of mezzotinting in Germany, 
about fifty years before the English one, at the time 
when the well-known animal painter Riedinger lived 
But although the art was very much in vogue, it is size 
and quantity that we get rather than quality. Some 
engravers, Kilian, for example, resorted to most objection- 
able devices, such as printing their plates with green, 
pale blue, or pink ink. More than all others, mezzo- 
tinting is the one graphic art which calls for a heavy 
dark ink, and its deep shades printed pink look simply 
ridiculous. 

Nor can much that is good be said about the period, 
during the second quarter of our century, when mezzo- 
tinters worked upon steel, and brought about an un- 
pleasant combination of line engraving, mezzotinting, 
and what not, which goes under the designation of 
* mixed style.' 

The revival of the graphic arts which has come to 
pass in our day has extended to mezzotinting along with 
the rest. Much able work has been done of late, most 
of it consisting, as before, in reproductions of oil-paintings. 
Some good original landscapes have appeared. These 
are necessarily wide vistas, since a close scene in which 
there is much small detail of foliage, grass, and so forth 
is not a very suitable subject for mezzotinting. 
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CHAPTER VII 

AQUATINTING 

all methods of engraving upon copper, aqua- 
tinting displays most variety. Instead of 
naming the inventor of the art, we must name 
the inventors of the different kinds of aquatint- 
ing. Even here we cannot give quite accurate lists, as 
sometimes the invention of a particular kind of work is 
claimed by several people. 

The name itself discloses that it is a means of doing 
surface work upon copper by the aid of aqua fortis or 
acid. The simplest method would be to apply the acid 
directly upon the copper with a brush. It will eat the 
polish away and roughen the surface of the plate, so as 
to make it retain some of the ink when wiped. Of 
course, the flow of the acid in this case is beyond 
control ; it will affect the copper at once unequally and 
only very little, so that none but a very weak tone can 
be obtained in this manner. Like the tone that results 
from rubbing the plate down with sulphur, it is of very 
little use when employed alone. 

A grain which is a little like that of aquatint can also 
be obtained by warming the plate, upon which * ground ' 
has already been laid, and redabbing it unevenly. Of 
course none but an accidental and very unequal grain 
can be obtained in this manner. 
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The principle of * tone ' aquatinting consists in attack- 
ing the copper in such a manner that some of it remains 
Protected from the acid, the affected particles lying, 
owever, so closely together that to the naked eye they 
unite to form an uninterrupted surface. 

The classic method of aquatinting is associated with 
the name of Jean Baptiste Leprince, who perfected it, if 
he did not himself invent it. He was something of a 
scapegrace, married at eighteen a woman of forty, and 
after he had made away with her money, betook himself 
to Russia, where he worked at his new art. 

Leprince ground some asphalt or resin exceedingly 
fine and put it into a box. Within this box there was a 
flywheel with some cord wound about the axle. The 
cord could be drawn from the outside after the box was 
closed and thus the wheel set into rapid motion. This 
would raise the dust into a cloud. When the cloud had 
begun to settle he carefully slid into the box his bare 
copper plate, upon which the rest of the dust-cloud would 
fall. Then he removed it carefully, and heated it gently 
so that the minute particles adhered to the copper, but 
not enough to melt them, and let them run together. All 
superfluous dust was finally blown off" the plate. 

The ground, properly laid, consists of numberless 
infinitesimally small particles, touching one another. As 
they are round, there is, of course, always some space 
between each adjacent four. Through these spaces the 
acid can attack the plate, while each resin or asphalt 
particle protects the copper just below it. 

A man called Stapart invented another method 
which seems simpler. He spread a thin coating of 
transparent etching * ground ' upon the plate, and kept it 
fluid by means of heat. Upon this he sifted very finely 
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ground sea salt, which by its own weight sinks through 
the ground to the surface of the copper. Then the 
ground is let dry, and thereupon the salt is dissolved in 
water ; thus a porous * ground * results, as before. 

In modern times aquatinters generally make use of 
a fluid 'ground.* This consists of resin dissolved in 
rectified alcohol, and is prepared in different strengths. 
When drying upon the plate it breaks up into a granula- 
tion, which is coarsest in the solution that contains most 
resin. Through this granulation the acid bites the 
copper. 

The most recent method is the sand-paper aquatint.* 
The plate being covered with common etching 'ground,' 
fine sand or emery paper is placed upon it face down- 
wards, and the whole pulled through the press several 
times. By this means the ' ground * is again perforated 
like a sieve. 

When the perforated 'ground* has been obtained the 
rest of the process is the same in all cases. The design 
is transferred to the plate, except in those cases where a 
line etching has already been bitten in the copper, which 
would show through the transparent * ground ' well 
enough. If any portion is to receive no tone at all, it 
must be stopped out with Brunswick black before all 
biting. The bitings and further stoppings out are 
conducted on precisely the same principles as in linear 
etching, such portions as are to appear darkest being left 
open to the action of the mordant longest. The 'ground,' 
however, is very sensitive, and will not withstand the 
acid as long as ordinary ground. Consequently, only 
a comparatively shallow tone can be obtained, especially 

^ This is also called sand-paper mezzotint. 
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when the earlier methods of laying the ground have 
been employed. 

The great drawback of this surface method as 
compared with rocked mezzotinting is that all portions 
of different bitings are clearly denned. There are no 
gradations, for the brush, while stopping out, circum- 
scribes a distinct space, and this will stand out sharply 
from the adjacent spaces that may have been bitten once 
oftener or once less. However, this failing may be 
remedied to a certain extent by retouching. With the 
burnisher, with charcoal and oil, contours may be ^ 
polished down somewhat, so that portions of different • 
bitings will be made to run into each other. 

But this is not over-easy, and, generally speaking, the 
process is not well adapted to the rendering of oil- 
paintings with their subtle gradations. On the other 
hand, it is admirably adapted for the purpose of re- 

Eroducing sepia- or wash-sketches, and to this use it has 
een principally put. The tone it produces is very even : 
it might be called translucid in comparison with the 
opaque tone of the mezzotint. 

When employed as an auxiliary to etching, it is used 
to tone the sky, the waters, or the distant background, 
in a word, to approach the linear design to the chiar- 
oscuro of oil-paintings. The effect is reached all the more 
readily by means of printing in brown ink ; some of the 
monotone landscapes of a Goyen, for instance, could be 
facsimiled quite easily. Kobell was perhaps the best 
master in aquatint reproductions of landscapes. 

Until quite recent times there has been but one artist 
who elevated aquatinting to the position of an indepen- 
dent art, worthy of conveying original ideas. Goya, the 
famous satirist, the fantastic draughtsman, is the hero of 
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this process, and though he seldom used aquatint quite 
alone, still the line etching is with him a secondary 
matter. He infused the reckless dash of his character 
into the process of aquatinting, and with him alone it 
rises from a subsidiary place to one of importance. 

Mention should also be made of the fact that many 
artists tried to produce the aquatint tone without the use 
of a mordant Rubbing the plate down with sulphur 
will produce such a tone, but a very weak one, as has 
already been mentioned. Eighty-one years ago an 
amateur in Stuttgart, called Keller, described a new way 
of imitating the aquatint method without the use of acid. 
He crushed sand on to the bare copper with the aid of 
steel rollers of different sizes ; when detail was needed 
he fixed the sand by means of paint, and used small 
rollers and steel keys. His imitation is not bad, but the 
tone is a little more opaque than the true aquatint tone. 
In later days the same principle of crushing sand into 
the bare copper was simplified, sand-paper being run 
through the press on the face of the copper. Only one 
even tone can be thus attained, and gradations must 
be made by polishing with the burnisher, on the same 
principle as mezzotint gradations. Some artists obtain a 
tone or grain on the plate by laying a file on the copper 
and hammering upon it. The plate can also be 
roughened by ordinary filing or rubbing with emery 
paper. All these grains are more or less of a com- 
promise ; they have not the depth of a mezzotint tone, 
and, on the other hand, do not equal the delicate 
' liquidity ' of true aquatint. 
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CHAPTER VIII 

THE CRAYON METHOD AND ITS DEVELOPMENTS 

HE art of engraving upon copper is so manifold 
that we find even one method which assumes 
a sort of midwsly position between line and tone. 
As its name indicates, the crayon method imitates 
a crayon, more particularly a sanguine, drawing. When 
a blunt broad crayon is used on rough paper, we do not 
obtain a clear line, nor does it seem quite right to speak 
of the result as a surface, though for that matter we can 
easily approach one by drawing many strokes closely 
together. 

The crayon method is a subdivision of etching, and 
it has called out a set of new instruments — the roulette, 
the dchoppe, the mattoir, &c. The roulette is a little 
toothed wheel set in a handle so that it can be run along 
a line. It resembles the instrument which people employ 
to cut out patterns. There are several different forms of 
roulettes, however. Sometimes the wheel is a quarter of 
an inch broad and there are several rows of teeth ; some- 
times the iceth run across the whole breadth of the 
wheel, so that it is serrated and resembles a tiny cog- 
wheel. The 6choppe is like a burin, only round in section, 
not four-cornered. The mattoir is something like a 
miniature copy of some of the cudgels that our old gothic 
ancestors used with which to belabour one another. It 
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consists of a short bar of steel running into a small bulb 
at the lower end, and this ball is set with teeth. Another 
instrument used in crayon engraving is a burin which 
can engrave several dots at a time. 

If you inspect a chalk line closely you will discover 
that it consists of numberless dots, irregular in size and 
disposition. To make a print imitative of it, the engraver 
covers a plate with the common etching ' ground ' and 
transfers his crayon drawing upon it. Now he passes 
different roulettes up and down the lines, going over 
them with the mattoir and point graver. The instruments 
remove the ground just in the same manner as an etching 
needle would. Then the plate is bitten, and when 
printed in red resembles accurately a san^ine drawing. 
Jean C. Fran9ois is the inventor of tne method, but 
others have laid claim to this distinction. Fran9ois seems 
to have been an interesting sort of man, continually 
experimenting with different methods of engraving. It is 
by no means certain that he was not the earliest man to 
discover aquatinting, though he does not get the credit 
of it He was the author of a very curious and rare 
portrait of the philosopher F. Quesnay. This is a 
sort of encyclopaedia of engraving, as the face was done 
in mezzotint, the dress engraved with the burin, back- 
ground and border in crayon manner, accessories in 
aquatint, and the base of the bust in pastel manner. 

In a letter still extant FranQois says that his first 
prints in crayon manner were done as early as the year 
1 740. Seventeen years later the French Royal Academy 
granted him recognition, while the king gave him a 
pension. But he did not enjoy this good luck very long, 
for other people usurped the credit of his invention — a 
fact which he took so much to heart that he died. 

H 
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The crayon method belongs also to that class of work 
which entices artists to experiment with new tools and 
worry out little improvements. Meynier, for instance, an 
artist who published a manual on engraving at Hof in 1804, 
relates that he discovered a splendid way of simplifying 
work by using a bunch of slender knitting needles, tied 
together so that each needle could move by itself. When 
let fall upon the ground, they would perforate it, and as 
they did not all come down at once and with the same 
force, the necessary inequalities were attained. He after- 
wards sharpened the needles and used the bunch also 
upon the bare copper, tapping it with a hammer. 

The crayon method proper did not admit of any 
development ; there could only be different stages of 
perfection. 

Fran9ois does not succeed any too well in his attempt 
at facsimile, and sometimes has to employ engraved lines 
in order to bring out his design. His rival Gilles De- 
marteau is the crayon engraver /ar^:wf^/^«^^, and some of 
his many hundred prints imitate crayon drawings so well 
that we might easily mistake one, should we happen to 
find it with the plate mark cut off. The red crayon, or 
sanguine, imitations are by far the most telling, as has 
already been noticed. 

In a wider sense, however, we may speak of two 
developments of the crayon method, and speak of pastel 
engraving and stippling under this head. Furthermore, 
the roulette, the instrument which plays such an impor- 
tant part in crayon engraving, has been put to new uses. 

There lived a goldsmith by the name of Franz 
Aspruck, born in Brussels, who used the roulette as early 
as 1 60 1 in the fourteen hammered engravings that he 
published at Augsburg. Upon one of them he calls him- 
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self the ' inventor of a new method,' which may well be 
supposed to refer to the use of the roulette. We shall 
have to mention him again. 

Some of Everdingen's illustrations to the story of 
* Reynard the Fox,' which were at one time supposed to 
have been mezzotinted, were perhaps treated with the 
roulette. 

The man who employed the roulette probably more 
than anyone else was an etcher by the name of Boissieu, 
whose principal plates were done, roughly speaking, 
about a hundred years ago. He managed to secure 
quite a new effect by means of this instrument. After 
etching a plate, he used it somewhat as Rembrandt did 
the dry point, to give to his design the effect of a deep 
chiaroscuro. Perhaps some of this rouletting was done 
upon etching ground and then bitten ; most of it, however, 
seems to have been done upon the bare copper, as the 
shallowness of the tone would tend to prove. For such 
work strong pressure is required, and the teeth of the 
wheel must be short and very hard, lest they should 
break off". Boissieu* s most successful plates were some 
in which he made use of very strongly cast shadows, such 
as *The Anchorites' and 'The Wine Cellar.' His pro- 
cess achieved the desired effect to perfection. 

Sometimes a plate has been engraved altogether by 
means of the roulette. I know at least of one example — 
H. Gu^rard's superb little print of fisher-boats becalmed 
in a mist, published in the Estampe Originale. However, 
it forms an exception, I believe ; and, upon the whole, we 
scarcely ever find the roulette used by itself One of its 
principal uses, mention of which should not be omitted, 
is the retouching of aquatinted plates. Almost all the 
impressions of Goya's prints which are still to be found 
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in the market are new ones taken from the plate after the 
worn aquatint has been carefully freshened up by means 
of rouletting. Again, reproductive etchers find the roulette 
of great use occasionally, when they attempt to copy the 
fine gradations from light to shade in some oil-paintings. 

There is really no need to distinguish the Pastel 
method of engraving from the crayon method, for the 
relation between the two is just as close as that between 
a crayon and a pastel drawing. It is simply working with 
many coloured crayons instead of monochrome, and its 
character is more one of surface work than of line. 
Therefore they differ in appearance rather than in 
principle. Each pastel engraving requires, of course, as 
many printings as there are different colours in the design. 

In 1769 there appeared a book by Bonnet — one of 
the rarest books in the whole field of art literature — 
describing kts invention of engraving pastels. He, in 
his turn (after Francois and Demarteau) lays claim to the 
credit of having been the first artist who engraved in the 
crayon manner. Bonnet was a clever business man and 
a prominent publisher. Sometimes he signed his works 
* Bonnet,' sometimes * Marin,' and under the latter name 
professes to have invented the art of printing in gold. 

Crayon and pastel prints appeared only during a 
comparatively short period. Naturally people would in 
time grow tired of methods that allowed of so little 
variation, and where such strict limitations were imposed 
upon the engraver. The only form of this kind of 
engraving which grew to be important is stippling. This 
art, although it is really only a later evolution of the 
crayon method, has always been considered a distinct 
method of engraving, and we will treat it as such by 
giving it a separate chapter. 
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CHAPTER IX 

STIPPLING 

pDELLING by the application of dots and 
points has been a constant practice in en- 
graving almost ever since the art began. The 
statement will frequently be found that the 
dotted prints of Campagnola, of Delaune, and other 
old masters, were anticipations of Bylaert and Barto- 
lozzi. But this is inaccurate and misleading, for those 
early engravers produced their dots with the burin, 
and did not stipple them. Examined with the aid of 
a magnifying glass these dots are seen to be nothing 
but extremely short lines, a series of such dots being 
in essence an interrupted line. Engraved dots of this 
nature have been freely used in their work by almost all 
the burin engravers, from Diirer to Nanteuil ; still no 
one would think of deducing the art of stippling from 
them. The fact that Campagnola uses rather more 
than the usual quantity of such dots does not bring him 
any nearer to the artists in stipple engraving. 

Stippling is an etching process, the greater part of the 
work being done upon the plate, when it is covered with 
an etching ' ground.' By the aid of single and double 
needles, ground to different shapes and sizes, the etching 
* ground ' is perforated with irregular dots, they being, of 
course, larger and close together in the dark portions 
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of the design. These dots are then bitten into the copper 
by a mordant. The delicate modelling of face and hands 
is generally put in afterwards, dry, upon the bare copper, 
with much the same tools, and it is especially in these 
places that the dots are so small and so close together as 
to form apparently an uninterrupted surface with tone 
gradations. 

Next to mezzotinting, stippling is of all the methods 
of engraving upon copper the best adapted to the purpose 
of reproducing paintings, and to this use it was almost 
entirely put. There are very few stippled plates done 
directly after nature, not even many portraits. The 
process is, after all, too slow a one for that. 

The gradations from light to shade are, if possible, 
even more subtle than in the art of mezzotinting, and 
the principal characteristic of stippling is its exceeding 
delicacy. In fact, its softness borders dangerously upon 
weakness, and it is an art with which we can very readily 
get out of patience if we see too much of it For it is 
something to be thankful for that we can stand manifes- 
tations of power in the long run better, and find them 
less wearisome, than manifestations of daintiness. Con- 
fectionery surfeits us sooner than bread and butter. 

Just at present good stippled prints stand in high 
esteem, and for the best specimens huge prices are paid, 
which would have been scoffed at thirty years ago when 
line engravings were still considered to be the only form 
of engraving that deserved the name of true art. The 
century which has been reviewing all periods of painting 
seems about to do the same thing in regard to the art 
of engraving. The great popularity of line engraving 
gradually waned, and was relieved by a period during 
which etchings were deemed the only artistic thing in 
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black and white. Then followed a sudden craze for the 
rocked mezzotints of English masters of the last century. 
As an example, I may state that a copy of one of Watson's 
mezzotints after Reynolds, which was published a 
hundred years ago at, say, thirty shillings, was sold at 
an auction in 1894 for tne sum of ;^357. At present 
fashion seems to have settled upon the stippled prints, 
and they show a similar increase in value. But while in 
painting this recapitulation of old styles was so general 
that even artists undertook to revive them, it was in en- 
graving limited to the collectors, and no modern artist 
has attempted to resuscitate obsolete processes such as 
stippling. 

It was a very fortunate circumstance for stippling 
that there arose simultaneously with it a style of painting 
to the interpretation of which it was admirably adapted. 
This pseudo-classic style, best exemplified by the works 
of the once famous Angelica Kauffmann, displays a 
peculiar degree of delicacy that is continually on the 
verge of becoming effeminate. The most of her pictures, 
and still more of the pictures by her imitators, are dis- 
tinguished by the same smooth prettiness, the glossy, 
soft brilliancy, which make up the decisive features of 
porcelain painting. They were indeed copied upon por- 
celain time and again. Remembering of what kind we 
found the main characteristics of stippling to be, we shall 
comprehend that all these qualities can be reproduced 
excellently by this method of engraving. Artists often 
managed to obtain the soft miniature-like impression by 
means of printing; in colours and upon satin. 

We meet with the statement that a Dutchman, Jacob 
Bylaert, was the first to use stippling as a distinct method, 
about 1 760, and to describe it in a pamphlet published 



104 STIPPLING 

at Amsterdam. It seems doubtful, however, whether 
this credit can be accorded to any one man, for stippling 
must have grown gradually out of the practice of crayon 
engraving in more than one place at a time. The art 
has been connected principally with England, and 
especially with Bartolozzi, who emigrated from Italy and 
settled in London in 1764. He and a host of followers 
quite monopolised the art. It was from them, and not 
from Bylaert, that the engravers who practised it upon 
the Continent — ^such as Pfeiffer, John, Vangelisty — 
learned the technique. 

Bartolozzi, the unfortunate Ryland, Burke the 
daintiest of the dainty, and the delightful Caroline 
Watson, were, perhaps, most proficient in the art Yet 
these are names rather than individuals. For it must 
not be forgotten that stippling as an art hardly allows 
anyone to infuse his personality into the work before 
him. Whenever we find a stippled print unsigned, it is 
extremely difficult to assign it to any one particular artisL 
All the work looks alike, and herein lies the weakness of 
the art. 
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CHAPTER X 

SOME STRAY METHODS OF ENGRAVING 

E have now discussed the principal methods of 
engraving upon copper. A very great quantity 
of plates has been produced in each one of 
them. It is, of course, impossible to give an 
estimate of the number of different engravings extant 
We can only say that there are probably more etchings 
than anything else. Line engravings would follow close 
at hand : then come mezzotints and stippled plates, 
aquatint and crayon-pastel bringing up the rear. 

Besides these methods there are a few stray ones 
which still have to be considered. None of them are 
important if we consider them from the point of view of 
the amount of work produced by their means. They are 
partly the craft of artists whose principal activity lay in 
another direction, partly the practice of a few men who 
have made a specialty of them, partly again the pet 
hobby of an etcher's or amateur's idle moments. 

In the first class I would place the hammered prints 
of the goldsmiths. In France and Germany there is a 
distinct name for them {gravures an maillet, Punzenstiche); 
in England we have to use the term * dotted prints,' which, 
unfortunately, must suffice for several different kinds of 
engraving. 

The goldsmiths have hammers which run to a point, 
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with which they can hammer little dots into the metal, 
arranging the dots so as to form a design or pattern. 
The task becomes easier if a puncheon be used, it being 
placed in its proper position and tapped slightly with an 
ordinary hammer. 

The custom of ornamenting silver plates, jewelled 
frames, and the like in this manner is very old. Naturally 
the designs are not very complicated. The dots are 
arranged close, so as to appear like a line when held at 
arm's-length ; when bunched they form a toned surface, 
which can be gradated by making the dots deep or 
shallow. Finally, impressions upon paper may be taken 
from such a plate, as well as from any other intagliated 
plate. 

This process is, of course, excessively laborious, and 
its capabilities are limited. It would be difficult to find 
an original artist of rapid fancy willing to adopt it The 
art has undergone three stages. The first, comprising 
the earliest of such hammered prints, makes us 
acquainted with the work of some sixteenth-century 
goldsmiths, among whom Paul Flindt and Hieronimus 
Bang may be mentioned as being perhaps the foremost. 
Like the later nielli, their prints were intended not so 
much for the enjoyment of the collector of engravine^ 
as for the practical use of brother goldsmiths, who could 
ornament silver ware after such patterns. The human 
figure is seldom attempted, there is no depth in the 
prints, and the designs are as simple as can be. 

A second stage of puncheon engraving is made up 
by the so-called negative prints. These are properly not 
prints at all, and are rather to be looked upon as 
curiosities. Like a photographic negative, they show 
light and shade reversed. The originals were silver or 
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gold plates (more rarely copper) let into the sides of 
caskets or framed and hung in antiquaries' cabinets. 
Where the design is to show high lights the little in- 
dented holes are most frequent. jNow, if you hold such 
a plate at a certain angle to the window, the little holes 
will reflect the light, while the surface of the metal left 
untouched appears dark, and thus by a slight turning 
of the plate it is as if by magic turned positive. While 
working upon the plate the engraver, of course, always 
kept it at this certain angle, and worked just like the 
mezzotinter from dark into light. The Kellerthalers at 
Dresden and Mathias Strobel, of Nuremberg, have done 
the best known plates of this sort. They elaborated 
pictures that were fully and excellently modelled, and it is 
to be regretted that their work, on account of its being 
done * negatively,' could have no further value beyond 
the single original plate, since when such a plate is 
printed the impression naturally always remains nega- 
tive. For the ink is held by the little holes, and incline 
your print at what angle you will, it will not turn posi- 
tive ; the black always remains black and the untouched 
paper always white. 

The third stage of puncheon engraving offers us 
plates that have been treated essentially in the same 
manner as those just mentioned, only they are positive. 
Franz Aspruck, who has been mentioned already, 
executed a set of Christ and the Apostles, and an Eros 
and Anteros in this manner, dated 1601. It was stated 
above that he probably used the roulette in addition to 
the puncheon. Compared with the hammered plates of 
the early goldsmiths, his work presents quite a different 
appearance. It is as carefully and elaborately modelled 
as anything by the Kellerthalers. His referring to 
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himself as inventor of a new method may bear upon 
his use of the roulette ; it may also signify that he 
managed to handle the puncheon so as to produce a 
perfect picture impression. He worked very well, as is 
proved by the fact that for a time people were misled 
into thinking that he had mezzotinted his plates, because 
of the excellent gradation from light to dark. 

The man with whose name the highest development 
of hammered work is connected is a Dutchman, Janus 
Lutma, who lived down to the year 1689. He aimed 
at about the same effect that engravers later on obtained 
by means of the easier and much quicker stippling pro- 
cess. Of course the old laborious and unsatisfactory 
method of puncheon engraving fell into disuse imme- 
diately the new one came to be generally known. 

In the second class of stray methods — namely, such 
as have interested only a few artists who made a 
specialty of them — I place soft ground etching. 

The common etching * ground ' is mixed with equal 
parts of tallow by means of melting : this keeps it soft 
after it has been laid upon the copper plate. When 
ready to begin his work the etcher places a piece of grained 
paper upon this ground and draws his design with a 
blunt point upon the back of this paper. Great care 
must be taken to touch the paper only with the point 
or pencil. Upon removing the paper cautiously, the 
' ground ' will be found to have clung to it wherever the 
point has been passed, and at those portions the copper 
has been laid bare. The plate may now be etched. The 
lines thus etched have quite a distinct character of their 
own. They are considerably less defined even than 
ordinary etched lines, not to mention the burin line. Of 
course, by proper use of the point surfaces may be pro- 
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duced, and these, too, have much more of a casual, 
sketchy grain than can be obtained by means of aqua- 
tinting. 

Tnis method was discovered by a Swiss etcher, 
Dietrich Meyer, over two hundred and fifty years ago. 
Since then it has been very sparingly employed, for to 
attempt it means to court the very mischances one would 
like so much to do away with when working with acid 
and * ground.' Still, this method, too, has found its 
master, and a mighty one he is. I mean F^licien Rops, 
the Belgic- Parisian. His utter disregard of the world's 
praise, and especially of its blame, was certainly the out- 
come of a true artistic spirit, one that knows no other 
law but that of its own individuality. His marvellous 
powers of drawing, his astounding control of all the 
processes which he employs, especially of the vernis mou, 
make us regret doubly that half of his work is proscribed, 
and exists only for a class of collectors who enjoy other 
than artistic qualities in it. 

In an interesting letter to the printer Delatre, Rops 
explains the details of his soft ground etching process. 
He draws his design on tracing paper and pastes it, 
along the upper edge only, on to the plate. He then lays 
paper of different grains between the drawing and the 
' grounded ' plate, using one grain for one portion of the 
plate, another for another, as the case may require. By 
means of the tracing paper design he can always control 
the work, and avoia working upon the same place twice. 

About one hundred years ago, J. H. Tischbein the 
younger invented a method which in its results gready 
resembles ' soft ground ' etching. He powdered crystal- 
line tartaric acid upon a plate before the etching * ground ' 
had become quite dry, so that it would cling to the 
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' ground/ Then he drew his design with a blunt point 
upon the plate, forcing the dust particles through the 
ground. When the plate is inserted into an acid bath 
the dust is dissolved, and leaves the copper bare for the 
mordant to act upon. Very few people besides the 
inventor have attempted this process, and some oi them 
complained of its being unsatisfactory. The number of 
engravings of this kind is very limited. 

In the third class of stray methods, I should place 
monotypes. They are not engravings at all, properly 
speaking. With printer's ink a man paints some design 
in monochrome upon a plate. If this be passed through 
the press under a sheet of paper, the design will be found 
to have been transferred to the paper, if it was not so 
heavy that it was spoiled by the pressure of the press. 
Of course only one impression can be taken, and there 
has been no engraving of any kind done. One does not 
see the slightest reason for the existence of such a ' mono- 
type,' for at the very best the picture upon the paper is 
exactly what it was on the plate, and it is absolutely im- 
possible to divine why the artist should have taken the 
trouble to go through this roundabout way, when he 
might just as well have painted directly on the paper at 
first The going to press was of no use, as long as he 
could take but one impression. 

Means have been discovered, however, to treat ' mono- 
types' in a manner so as to allow of an edition being 
printed from them. The monochrome painting, while stiU 
wet, is dusted with a certain powder, the greater crystals 
of which have a tendency to settle where the ink lies 
heavy, the lighter where it is spread out thinly. When 
the monotype is dry, it is, in fact, a miniature bas-relief. 
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From this electrotypes and casts may be taken, and these 
printed like copper plates. 

The process is at present associated in England with 
the name of Mr. Herkomer, who hit upon the certain 
kind of metallic powder referred to ; but it was practised 
before his time, for instance, in the K.K. Chalco- 
graphisches Institut at Vienna, other powders, such as 
blacklead, being used. 

The simple fact that by electro-chemical means mono- 
types have been rendered printable does not by any 
means raise them to the dignity of an engraving. They 
have no more right to be considered a specimen of the fine 
arts than a phototype or photogravure has. For in both 
only the original painting — ^whether monochrome or poly- 
chrome — is a product of art : the rest is all mechanical 
process, which does not require an artist's hand or brain. 
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CHAPTER XI 

COLOUR PRINTING 

H E art of printing in colours has engaged the 
attention of graphic artists from the very first 
It was natural that the early woodcutters, 
whose productions were in so many cases 
coloured by hand before they left the establishment 
where they were made, should soon set about discover- 
ing a new way of illuminating prints which should be 
quicker than the old method of doing it by hand. 
They probably tried stencilling first, but attempts at true 
colour printing from wood blocks appear almost, if not 
quite, as early, and there are extant some fifteenth-century 
impressions of woodcuts printed in two or more colours. 
The relief block adapts itself very well to this purpose, 
since it can deal with surfaces as well as with lines, as we 
have seen. 

With regard to intaglio engraving, matters were 
somewhat different. For it took the intaglio engraver 
about two hundred years before he found out the means 
of working in surfaces or tones. Before that had been 
discovered, colour printing from copper plates could not 
be thought of. For the aim of colour printing, generally 
speaking, is to approach more closely to nature, is 
realism in a word, and it stands in direct opposition 
to the ideal line-transcription after nature which the 
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engraver or line-etcher produces. The two will no more 
mix than oil and water. Should anyone wish to be con- 
vinced of this by practical demonstration he need only 
turn to the prints published by P. Schenk about the year 
1700. Schenk took some line engravings, mostly floral 
pieces, and printed them in natural colours. The white 
paper, of course, shines out between the lines. In a 
plain black print this is a necessary factor, upon which 
the artist counts when he wishes to produce different 
strengths of shade. • But no one wants all natural 
colours broken up indiscriminately by white spaces, 
which occurs when such a plate is printed in colours. 

The earliest man to attempt colour printing in en- 
graving was Hercules Seghers, an etcher who lived during 
the first half of the seventeenth century. His method 
was very odd and the desire of * printing pictures ' 
evidently led him astray. He generally used canvas 
instead of paper, traced the outlines of his design upon 
it, and then laid on the colours with a brush and oils, 
without modelling any part of the work. When this was 
done he printed an etched plate upon the top of it, which 
was inked, however, with one ink only, and which 
furnished drawing and modelling. Additions and cor- 
rections of colour were put on afterwards in most cases, 
also by hand. Such a method of work is, of course, not 
really colour printing at all. Impressions of Seghers* 
prints are very scarce and most of them are very 
beautiful, since he possessed a fine taste for colour 
harmonies and was a good line etcher as well. Yet 
these facts must not deceive us into styling him the 
pioneer of true colour printing, as has often been done. 
We can only say that he was the first man who felt a 
desire to do such work, but he did not find a way. 

I 
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Where he uses fine dry-point lines the shade is naturally 
lighter than where heavy etched Hnes occur, but he never 
inks a plate with different colours at once, nor does he 
ever print with more than one plate. 

There are two methods of printing copper plates in 
colours. The one is to ink one plate with all the colours 
at once, applying blue ink for the sky, green for foliage, 
and so on. This is virtually nothing more than painting 
upon the plate, and painting under difficulties too. For 
the ink cannot be applied with a brush, since it must 
be forced into the lines, and the superfluous quantity 
removed from the surface. It is very difficult to accom- 
plish delicate work in this manner, because the printer, 
while wiping a small piece of the plate, may accidentally 
encroach upon some of the adjacent lines of a different 
colour, and while inking it is hard to keep each colour 
in its proper lines. The colours must be rather moist, so 
that they will not harden before all the inking is finished, 
and this in the case of an elaborate plate will take up a 
good deal of time. 

This method of colour printing scarcely ever produces 
perfect results in the press. Almost all proofs must be 
retouched by hand more or less, with a brush and paints, 
after they have left the printer. In very many cases 
indeed it will be found that the greater part of the 
colour on the prints is hand-painted on the paper, while 
only a comparatively small portion has been really 
printed. With the aid of a magnifying glass this can 
easily be detected. If the colours have been printed, the 
paper between the dots and lines will appear white ; if 
they were hand-painted, they will cover lines, dots, and 
white paper as well, and upon close inspection the traces 
of the brush will appear. 
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No two impressions of a coloured one-print-plate will be 
exactly alike, since no printer would be able to repeat the 
complicated process of such an inking, without producing 
at least slight variations. Beyond the inking, colour 
printing of this kind involves no new process, for the 
plates are engraved, stippled, mezzotinted, &c., in the 
same way as if they were to be printed in plain black. 
There are black impressions extant of almost all the 
plates of which we possess coloured ones. 

One-plate colour printing has been applied principally 
to the art of stippling, often with delightful results, as 
is shown in some examples of Bartolozzi, Ryland, C. 
Watson, and others. 

The second method of printing in colours is to make 
a plate for each colour and print them consecutively on 
the sheet of paper. There will be one plate upon which 
only the sky and such other portions as may be blue are 
engraved, a second one upon which verdure and green 
portions are engraved, and so on. The different plates 
must, of course, be of exactly the same size, and by the 
aid of a tracing which contains the complete design 
it is contrived that each portion engraved on whatever 
plate shall be exactly in its right position. Each plate is 
perforated two or more times at precisely the same spots. 
These holes are used as registers, to ensure that the paper 
lies exactly at its proper place during each printing. 

The number of plates varies, and depends primarily 
upon whether the original design be highly coloured or 
not. By clever workmanship four to five plates can be 
made to achieve quite a gay effect of colour. In their 
best work Janinet and Debucourt used seven, eight, and 
even more plates. It is very difficult to register the 
printings, however, since, as the reader will remember, 

I 2 
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the paper must be damped before each printing, and it 
expands and contracts unequally. The damping may 
also cause the colours already printed to run. Thus there 
is constant danger of the work being spoilt in the course 
of many printings. 

On the other hand, this method has many advantages 
over the other. In the first place, it is true colour 
printing, since it ensures that all impressions will be 
exactly alike. For each one of the single colour plates 
is mechanically inked like any black-and-white plate ; no 
artist is required to paint up the plate. Then the 
method, in spite of the several plates and printings, is, 
upon the whole, a quicker one, since the process of ink- 
ing is so much easier and shorter than that of painting 
by hand. 

Colour printing from several plates was applied espe- 
cially to aquatinting in its various forms, and its two best 
proficients, Janinet and Debucourt, have already been 
named. Unfortunately it was a popular art ; the general 
public inclines towards naturalism, and will always prefer 
coloured plates to black-and-white art Appealing in its 
principle to the uncultured public, it had also to be 

guided by their taste as regards subject. Thus it 
appened that printing in colours was used chiefly for 
caricatures, political satires, and a large number of single 
sheets which were not held in high esteem as works of 
art in their day, but rather served only to amuse people 
by the story they told. They were not carefully cherished 
and kept by the amateur, consequently most of them 
have long since perished. 

Neither of these methods of colour printing can be 
said to involve any kind of new process, for neither the 
inking with many colours at once, nor the working 
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several partial plates instead of one complete plate, 
introduce any new technical feature. The plates them- 
selves are produced and run through the press in the 
usual way. 

There is another method of colour printing which, 
although it likewise involves no new process, is based 
upon a completely new artistic principle. This, at once 
the oldest and truest system of colour printing from an 
intaglio plate, is the three-colour method invented by 
J. C. Leblon, about 1720. 

Leblon was a native of Frankfort-on-the-Main, who 
had taken up mezzotinting, and who travelled about a 
good deal, staying at different times at Amsterdam, 
London, and Paris. Newton's theory of light, the theory 
which reduced all colours to the sum of three, counting 
black as the absence of all the colours and white as the 
combination of all, seems to have made a great impression 
upon him. Dealing with pigment colours, these three 
are yellow, blue, and red. Leblon tried to apply the 
theory to colour printing, and made the first attempts 
with his invention in Holland. He perfected the pro- 
cess in England, and tried to interest the King in it. 
Although he received some support, it was not enough to 
ensure success, and when he afterwards tried to carry out 
his schemes by the help of a mercantile company he 
became bankrupt. Finally, he went to Paris, where he 
again obtained royal privileges, but neither did these 
lead him to success. 

Leblon resolved each portion of the painting which 
he proposed to reproduce into its component parts of 
yellow, blue, and red, and mezzotinted three copper 
plates, one for each of these colours. Now, in some 
cases his task was not difficult. If, for example, he had 
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to reproduce a green dress, the blue plate and the yellow 
one could be worked for the purpose, while the red one 
would be left blank. When super-printed the yellow and 
the blue would give the required green, which could be 
made darker or lighter by using the blue or the yellow plate 
respectively so as to carry more ink. Such a simple 
case, however, is an exception, and as soon as matters 
become more complicated — ^when complex shades, gradated 
modelling, delicate tints have to be reproduced, cases sure 
to occur in almost every painting — the task becomes 
enormously difficult. Let anyone try to resolve each little 
portion of a painting into its component colours, and he will 
see at once how hard it must be to work three plates so that 
each one of them furnishes just enough of its own colour to 
produce in combination with the other two the necessary 
tint and the drawing at once. Only one yellow, one red, 
and one blue plate were available ; to make gradations 
of these, Leblon had to mezzotint the plate heavily, so 
as to bring out the colour solid, or scrape down so as to 
let the white paper shine through the ink and lighten the 
tint. White and light were produced by the paper, 
black by the super-printing of all three plates. 

Leblon's plates are very interesting, but they fall short 
of being satisfactory facsimiles of the paintings they 
copy. Besides the smaller ones, illustrating the book in 
which he explains his invention, he executed over twenty- 
five colour engravings, many of them very large, and all 
commanding high prices on account of their great scarcity. 
In most cases he found it difficult to get the requisite 
colours, and scarcely ever did he succeed in reproducing 
the exact shade — that is, there will be a brown, or a 
purple, or a flesh tint at the right place perhaps, but it 
will not be the exact brown or purple or flesh tint wanted. 
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All of his plates are very poor in modelling. There is 
something about them which makes them appear not 
altogether unlike a photograph slightly out of focus. 
None of them show energetic shadows and strong 
contrasts.^ This is the result of his employing no real 
black, and of having, consequently, no factor upon which 
he could rely for the strong shadows that govern correct 
drawing. A follower of his, Gautier d' Agoty, appreciated 
this failure in Leblon s system, and easily found a remedy 
by adding a fourth black plate. This plate virtually 
carried the design, and the other three had merely 
to colour it, which they could accomplish better if they 
had not to furnish the drawing at the same time. 

Upon the whole, there were few artists who took up 
the three-colour method : Gautier d'Agoty, his sons, and 
Lafreri in Italy were about all. In our days the three- 
colour theory has again stepped to the fore, as will be 
shown below. 

There is yet another man who practised intaglio print- 
ing in colours, and who must not be passed by unnoticed. 
He was a Dutch amateur called Ploos van Amstel, who 
lived at Amsterdam during the greater part of the last 
century. Originally he was a merchant, but, feeling a 
strong inclination towards art, and finding sufficient time 
to acquire proficiency in the matter of drawing, he devoted 
himself in later years to producing printed facsimiles of 
water colours, drawings and paintings. 

His prints are most puzzling, and I do not believe 
that there is anybody now living who can tell exactly how 
they were done from merely examining copies of them. 

' Leblon's portrait of King George I. seems an exception to those criticisms. 
However, it was indubitably not printed altogether on the three-colour 
theory, and the modelling was improved by the introduction of heavy 
etched shades. 
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There are portions where traces of the cradle are plainly 
recognisable, others where you can detect the tracks of 
the roulette, and others that look as if they had been 
aquatinted. On the other hand, there are also spots 
which do not seem to have been done by any of these 
methods, and it is almost impossible to worry out with any 
certainty the complete process of the more complicated 
plates. At the time of their first appearance they caused 
much wonder, and it was doubted whether they were really 
printed. To silence these objections Ploos van Amstel 
invited a commission, which included the Mayor of 
Amsterdam, to his studio on the 8th of October, 1768, 
to initiate them into the mysteries of his process. They 
testified : * That his figures were neither engraved by 
means of the burin, nor etched with a point, nor ham- 
mered with a puncheon on to the copper, but that they 
were rather produced by means of certain "ground-" 
varnishes, powders, and liquids ; that he by no means 
coloured the prints by hand, but printed them entirely, 
and not with water colours but with oil colours.* This 
savours most of aquatinting, but aquatinting will not 
account for all of his plates. 

This testimony, by the way, is interesting enough as 
an historical document, since it tends to prove that they 
were not over-punctilious in matters of hard and un- 
swerving veracity in those days. I have had an oppor- 
tunity of comparing several different copies of some of 
Ploos' prints, which had not been touched for over a 
hundred years, and were in the same state as on the day 
they left his press. They did not tally, as they would 
have done had all the colours been actually printed, and 
on some of them traces of the brush could undoubtedly 
be discovered. 
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CHAPTER XII 

THE PLANOGRAPHIC PROCESS. LITHOGRAPHY 

|HE art of lithography depends upon the chemi- 
cal antagonism existing between fat and water 
upon a surface that possesses like affinity for 
both. 

As the name indicates, this surface was originally (and 
is to this day in the majority of cases) stone. Suitable 
kinds of stone have been found in various parts of the 
old and new world. By far the best, however, is brought 
from Solnhofen, in Bavaria. This stone is a form of 
calcium carbonate or carbonate of lime. It is cut into 
slabs of different sizes, each from two to three inches in 
thickness. 

The lithographic draughtsman draws his design upon 
such a stone with an ink that contains tallow, wax, soap, 
shellac, and fine Paris black. When the drawing is 
finished a very weak solution of acid is poured over the 
stone. This ' etching * of the stone is generally done by 
the lithographic printer, and very often he spoils the 
work. For it is a difficult affair, and requires an accurate 
knowledge of the strength of the acid, which when 
slightly too strong will wash away the more delicate 
portions of the drawing. The solution decomposes the 
carbonate of lime in the stone as well as the soap in the 
ink ; the lime and fatty acid thus set free combine to 
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form an insoluble soap. Furthermore, the solution of 
acid renders those parts of the stone which have not been 
drawn upon still more averse to accepting any fatty sub- 
stances, and their resistance is increased by the addition 
of a solution of gum arabic. Before an inking takes place 
the printer moistens the stone every time with a sponge, 
so as to make sure that the gummed portions will per- 
form their functions, for if the stone gets dry anywhere it 
will be ready to receive the fatty ink from the roller at 
that place. 

If such a stone be inked with a roller, only those 
parts that have been drawn upon will accept the litho- 
graphic ink, while those that have been treated with acid, 
gum, and water repel it Thus a method has been found 
to print from a block without resorting to the practice of 
either relief-cutting or intagliating. 

The lithographic press consists of a running plate, 
covered by a thick sheet of felt : upon this the stone is 
placed face upwards, and the sheet of paper, with some 
extra * backing ' to soften the pressure, on top of this. 
Then the scraper is lowered from above to the stone. 
The scraper is a three-cornered piece of wood extending 
across the breadth of the press, with one of the corners 
protected by a strip of leather pointing downward. It is 
so adjusted that it can be moved up or down according 
as the stone is thick or thin. It is set fast along one end 
of the stone so as to exercise a pressure upon it The 
stone is now run along under it, whereby the paper is 
scraped down against the inked surface, thus causing an 
impression. In steam lithographic presses the pressure 
is exercised by a cylinder in the middle of the machine. 
On one side are the inking rollers, on the other the 
moistening rollers, and the running plate passes to each 
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set between every two printings. It operates about ten 
times as fast as the hand press, and from 2,500 to 3,000 
prints, or even more, may be made in a day of ten hours' 
work. 

This explains the general principles upon which all 
lithography rests, but there are many details peculiar to 
each kind of work. Of all the different kinds of litho- 
graphy, crayon drawing upon stone is the most common. 

For the purpose of crayon drawing the stone must 
be given a grain, which is effected by first polishing it 
down, then sprinkling a little of the finest gravel sand 
over its surface, adding a little water, and rubbing a 
second lithographic stone, face downwards, over it in 
rotatory motion. If there were no grain, the crayon or 
chalk could make no mark upon the stone, just as 
ordinary crayon will leave no mark on glazed or coated 
paper. Lithographic chalk is made up of the same 
constituents as the ink above described, but they are 
made hard by being burnt and formed into sticks. 

Corrections in lithography are always difficult on 
account of the antagonistic principles involved ; but they 
are especially difficult in the crayon method. For if you 
have to erase a portion of the drawing, you scrape away 
the grain with it, and you cannot obtain the same grain 
at that place again. 

After crayon drawing, pen drawing upon stone is, 
perhaps, the method most commonly employed. The 
stone is merely polished in this case, not grained. Some 
lithographers use quill pens, which they thin down so as 
to make them soft. Others prepare pens especially for 
this purpose out of very thin sheets of steel. Still 
others use only brushes, and do not employ pens even 
for the finest lines. Ordinary brush work may of 
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course be applied in combination with the pen drawing. 
Etching, inking, and printing are the same as in the 
crayon method. 

There is another way of drawing in lines upon the 
stone by means of which effects are produced which 
closely resemble the pen drawings. It is sometimes 
called engraving on stone. The polished stone is given 
a thin coating of gum, and if then moistened and run 
through the press would not accept any ink from the 
rollers at all. The design is then scratched by means of 
points and gravers into this gum coating, laying the 
stone bare wherever there is a line. If the stone be 
inked now, the bared lines will accept the ink and the 
stone is printable in the same manner as before. 

Splatter work, very customary in poster designing and 
other large lithographic pictures, is made by filling a 
short bristle brush with lithographic ink, and drawing a 
knife or other edge across it. As the bristles of the brush 
spring back from under the knife they spurt drops of the 
ink on to the stone. Inequalities in the splatter are filled 
up by means of crayon and pen additions, or by means of 
scraping wherever the splatter has been too heavy. 

Perhaps the best lithographs that have ever been 
done are * scraped ' lithographs. The process bears some 
resemblance to mezzotinting, inasmuch as the artist 
works from dark to light. The whole stone is first 
covered with lithographic ink, and the lights are then 
scraped out of this black surface, just as the mezzotinter 
scrapes his lights out of the rocked grain. The plate is 
then etched, inked, and printed in the usual way. 

Up to a comparatively recent date the cumbrous 
heaviness of the lithographic stones, which are not easily 
portable, was one of the drawbacks of lithography. The 
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actual drawing itself had to be done in the lithographic 
printer's shop, and such a thing as working directly from 
nature was not to be thought of. This became possible 
by the invention of transier-papers. These papers are 
covered with a coating of starch and glue, or a size of 
parchment and flake white; they can be taken about 
more easily even than a copper plate, and the artist draws 
his design upon them with lithographic ink. The paper 
is thereupon pulled through the press, lying face down- 
ward upon a stone. Then it is moistened from the back 
and carefully stripped off ; the drawing will be found to 
remain upon the stone. The paper must be a grained 
sheet if the design is to be executed in crayon. In 
addition to the advantage that the artist may now do 
his design comfortably at home, or out of doors if he 
like, this transfer process also reverses the design auto- 
matically and makes it come out right in the final prints — 
a fact which is of importance if the artist happen to have 
drawn a design where right and left have to be preserved. 
Again, one and the same design can be transferred 
from one stone to another, and a second, and a third, and 
so on. This would be done if a very large edition, liable 
to wear a single stone, had to be prmted. We can 
accordingly say that by virtue of transferring there is 
practically no limit to the number of impressions that 
may be taken of any one lithograph. Engravings on 
copper, woodcuts, and zincos may also be thus transferred 
to stone. 

The devices of the modern lithographer are, like those 
of the modern etcher, many, and cannot all be dwelt 
upon here. Like those already described, they offer only 
slight variations of the same main principle wtiich under- 
lies all of them, the antagonism of water and fat. The 
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lithographic printer is fully as important a factor in the 
production of the work as the intaglio printer. His 
actual printing is perhaps not so difficult a task, but he 
has to do the etching, and on this account is to be ranked 
rather with the intaglio than with the relief printer, who 
is a mere mechanic. 

A word about colour printing, and we may dismiss 
the subject of lithographic process. When chromolitho- 
graphy was first attempted, the three-colour theory was 
given a trial, but it was quickly abandoned. The system 
of one colour for each stone obtains, and the registering, 
printing, etc., do not offer any important features that 
we have not already met with, excepting perhaps the so 
called Iris plates. These make an exception to the rule, 
and carry two, sometimes more, colours. When an Iris 
plate is to be printed, the first roller in the steam press 
which receives the ink out of the reservoirs is inked, say, 
at one end with blue, at the other with green ink. By 
the adjustment of intermediate rollers these inks are 
spread until they meet and gradually run into one another 
upon the final roller that actually inks the stone. Iris 
stones can, of course, be applied only in especial cases, 
but they are often of use in posters or designs in which 
the colouring is simple. For example, a landscape with 
a blue sky and a grassy foreground, both meeting in a 
hazy perspective, could be printed with such an Iris stone, 
and thus one stone economised. 

Strictly speaking, the principle of chromolithography 
is not, as was stated above, one colour one stone, but 
rather, one tone one stone. For generally the chromo- 
lithographer builds up even colours which seem to us 
quite simple by super-printing two or more tones. Thus 
it happens that designs which seem to us to have but 
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eight or ten different colours will have taken as many 
as twenty printings. In exceptional cases the number of 
printings has reached thirty and over. The registering, 
though sometimes troublesome, is at least easier than in 
intaglio colour printing. 

We have seen above that, had it not been for the 
intervention of chance, several of the intaglio methods 
would not have been discovered. The same factor is 
altogether responsible for lithography. Senefelder, its in- . 
ventor, was experimenting with relief and intaglio printing, 
and hoped to find some cheap way of publishing his own 
productions. He happened to have a piece of Solnhofen 
stone, on which he practised reversed writing and which 
he used for grinding his tools. One day in 1796 he 
wanted to jot down a laundry bill, and found no paper at 
hand ; so he wrote it upon this stone, with an ink con- 
taining wax and soap. As these resist acids, it occurred 
to him to try to etch the stone and see whether he could 
make a relief block out of it. The final result of his 
attempt was that he produced a block capable of being 
printed without having been either relieved or intagliated. 

The new process offered scarcely any of the diffi- 
culties and annoyances which had troubled the woodcutter, 
engraver, etcher, etc. It was much more rapid and 
much less expensive in the actual working than any other 
process. As regards printing it was at least cheaper and 
quicker than the printing of copper plates. Consequently, 
it fairly jumped into popularity with the publishers and 
illustrators. 

It also became popular with the artists. For the state- 
ment, misapplied in the case of etching, holds thoroughly 
good for lithography, and we may say, * Anyone who can 
draw can make a lithograph.' To handle the crayon is 
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about the first thing that art students learn at school when 
they draw from casts and models. It makes no noticeable 
difference whether you draw upon a stone or upon paper. 
The etching business was always done by the practised 
printer and not by the artist himself. Consequently, there 
was not the slightest detail of process to be learnt 

The absence of technical difficulties is, moreover, in 
the eyes of the artist, perhaps the least important ad- 
vantage which lithography possesses over the older 
methods. There was no need to learn a new way of 
looking at nature: no new form of conception was 
required. The artists who lithographed were painters, 
and painters work imitatively — that is, they reproduce 
surfaces directly by means of surfaces. Crayon drawing 
does this likewise ; and so the lithographic artist was not 
compelled to undertake the difficult task of reconstruct- 
ing nature, of translating its surfaces into an intelligible 
and decorative system of lines. 

This comparative easiness proved within a very 
short time after its invention to be the bane of litho- 
graphic art. In the first place, it opened the way for men 
of minor talents, who had no ideas, no artistic impulses of 
their own, but who could merely and servilely copy either 
nature, or an oil-painting of another master. These 
crayon copies on stone are not a whit more interesting 
than the numberless crayon studies on paper that the 
academy student makes in order to learn technique. 
They lack character to the same extent. But while the 
student keeps his drawings carefully from the eyes of the 
public, these lithographs were unfortunately published, 
and, what is worse, they make up perhaps nine-tenths of 
all lithographs that have ever been given to the world. 
Even when superior artists engaged in this style of 
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lithography, they only proved that what can be attained 
without any intellectual trouble and energy in art is 
generally not worth the attaining. In the hands of such 
men as Raffet, Chevallier (Gavarni), Delacroix, Vernet, 
and numerous others of repute, the art sinks completely 
to the level of illustration. It was quickly and almost 
entirely superseded by photography when that appeared. 
If an art can be supplanted and obliterated by a 
mechanical process its qualities must apparently have 
been very meagre ones. 

However, all lithography is not of the usual sort, 
and we are able to hail with joy some instances where 
the artists have undertaken lithography as an art and 
not merely as a form of illustration ; where they lay stress 
upon the new manner of saying things, not upon the 
new things said. Adolf Menzel, the famous German 
draughtsman, now an octogenarian, is one of the most 
noticeable among this number. As early as 1851 he 
published his capital ' Versuche auf Stein mit Pinsel und 
Schabeisen,' a set of disconnected lithographs done in 
the scraped manner and having a pronounced character 
of their own. Charlet and Fantin-Latour should perhaps 
be mentioned along with him. Their prints and those of 
a few others are the oases in the desert of the usual 
lithographic attempts. It is only within the last two or 
three years that lithography is beginning to turn into a true, 
personal art Original, creative artists have turned their 
attention to this medium in a body, and have produced 
new, peculiar effects of various kinds, no longer imitative 
of anything else or lagging behind the other graphic arts. 
In France, Lunois heads the list with his beautiful 
scraped lithographs. Germany boasts of a number of 
able men who have taken up the pen-drawing method 
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principally. English artists cultivate still another fea- 
ture of lithography, the attainment of that quiet, silvery- 
gray tone, in itself a source of enjoyment to the eye, 
exemplified by the splendid specimens of Legros, 
Whistler, etc. Thus the dreary reproductive litho- 
graphy, after old and new, good and bad paintings, is 
being beaten all along the line. 

(Jolour printing in lithography underwent much the 
same experiences as black-and-white lithoOTaphy, except 
for the fact that matters were somewhat less propitious 
in this field, since the development of the practice was 
not effected by the artist but by the mechanic, the litho- 
graphic printer. The easiness of imitation led him to 
glide rapidly into vulgarity. There has been a revival 
ere, too, within the last couple of years, and, strangely 
enough, the impetus came from a quarter which is itself 
generally deemed vulgar — from the poster. The modem 
poster, however, is not vulgar as an art, though it often is 
as an illustration. It, too, depends upon the circumstance 
that creative artists began to take interest in it They 
could not condescend to employ the marrowless system 
of building up a colour by the super-printing of many 
tones. This method completely effaces all the character 
and individuality that the artist may have put into his 
design. It obliterates the handwriting, so to speak. 
The modern designer prints his poster in colours, not in 
tones. He does not imitate nature, but composes an 
original colour-scheme, a harmony of his own, and this, 
his creation, is the vital point of the poster as a work of 
art 

The same principle holds good with reference to 
other colour lithographs done to-day. The pernicious 
striving after realistic colour which has made the 
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' chromo ' a byword of all that is horrible has been for- 
tunately — and, let us hope, for ever — abandoned. 

Great ingenuity is often displayed in the manner of 
overlapping stones, so that by clever arrangement two or 
three inkings will be made to produce four, five, or more 
colours on the final print. 

Here too, then, as in the other departments of the 
graphic arts, we can confidently speak of a renascence, 
and hopefully look forward to the achievements with 
which the near future promises to react upon the stag- 
nation prevalent during the middle period of our 
century. 
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CHAPTER XIII 

HOW TO DISTINGUISH BETWEEN DIFFERENT KINDS OF 

PRINTS 



I^EOPLE who look at prints without being able 
to tell them apart may certainly be said to be 
groping in the dark. For the purpose of 
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S^ extracting aesthetic enjoyment out of a print it 
is as necessary to recognise it as an engraving, a litho- 
graph, or a woodcut, as it is in a drama to understand, 
not only the literal meaning of all the words, but the 
poetical thoughts that they combine to express. 

By making the reader acquainted with the way in 
which all manner of prints are made, we have enabled 
him to distinguish between the different kinds. For it is 
only upon the strength of such knowledge that he will 
be able to discriminate between them. There are a 
number of outward signs by which each kind may be 
recognised, indeed, but in many cases they may have 
been removed, and under any circumstances they will 
not be an entirely reliable or sufficient guide. 

The first distinction that one must be able to make is 
whether the print in hand is a woodcut, an engraving, or a 
lithograph, or, better, whether it is a relief print, an intaglio 
print, or a planographic one. If it lie intact before us 
this is not difficult. The relief print has no plate mark, the 
intaglio print has one quite clear and distinct, the piano- 
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graphic one has a very slight mark, not always to be 
discerned when the print is held directly before us, but 
which can easily be detected upon holding the print in 
a line with the eye. We then see the paper pressed 
smooth just as far as the stone extended. 

Very frequently, however, the prints we find placed 
before us are not in perfect condition ; sometimes they 
have been trimmed within the plate mark, and thus this 
g^ide is gone. 

A second test, then, is to feel whether the ink stands 
in relief upon the paper, or whether it seems as flat as 
the paper itself. In the former case the print would 
prove to have been printed from an engraved plate ; in 
the latter, it must be either a lithograph or a woodcut 
Between these two, the colour and quality of the ink is a 
sign by which the difference may be recognised. Relief 
printing ink has always a dry, deep-black look, the 
chemical lithographer's ink is always more or less grayish 
and greasy. Besides, in the lithograph the paper will 
feel much smoother, as its whole surface is pressed 
against the stone, while the relief block would tend to 
make the paper if anything more uneven. Thus, if you 
look at the reverse side of the print and see that some of 
the lines have been pressed into the paper a little — it can 
be detected best in the case of border or other lines that 
stand well out by themselves — you will know that the 
print has been taken from a relief block, for only in 
this process could such an impress be made. 

The fact once established that the print is a woodcut, 
it will not be difficult to distinguish between the old-style 
woodcut, with its open work and pen-drawing eff"ect, and 
the new-style wood engraving, with its uniformly dark 
surface and chiaroscuro. In mixed prints crossing white 
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lines always betray the presence of the graver. Dotted 
prints of the fifteenth century are, of course, recognisable 
at once by the presence of white dots or patterns. In 
the same way, when one has recognised a print as being 
a lithograph, there is no further trouble about discovering 
whether it has been drawn with chalk, with a pen, with a 
brush, splattered, or scraped. 

With regard to intaglio plates the matter is more 
complicated, as there are so many different kinds of 
engraving, some of them resembling one another at a 
first glance. 

If the print shows lines clear cut, each of them 
running to a point, it is a burin engraving. If the lines are 
not exactly rugged, but not clean cut, each line preserving 
one and the same degree of width throughout its whole 
length, the print is an etching. Dry points are charac- 
terised by the extreme delicacy of the lines, which are 
bordered in places by velvety blackness. Within this 
blackness a minute white line may, in excellent impres- 
sions, often be seen. This is the impress of the ridge of 
the burr, from which the printer wiped the ink, while 
he could not wipe it from under the side of the burr. 

These are the principal signs by which we can 
distinguish different line prints from one another ; to 
detect them a magnifying glass must often be used. But it 
must be admitted that they are not of themselves 
infallible. The burr may have been worn away, for 
example; or the lines of a print may in the course of 
many years have been rubbed to such an extent that 
when we pass our finger over them we do not feel the 
slightest elevation, and, consequently, cannot by this 
means tell whether it be an intaglio print at all. 

After all, the principal means of recognising prints con- 
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sist in the analysis of the character of the line, in recalling 
how the burin, the point, the knife, the pen, respectively 
work. If the lines are firm and accurate, many of them 
in well-studied parallel layers, and the crossing sets well 
svstematised, we know that the print is an engraving, for 
the burin, digging its way slowly and under an exercise 
of great pressure, can move only under restraint and in a 
well regulated manner ; each line looks as if it had been 
well thoufi^ht out On the other hand, if the lines are 
nervous, hasty, and ' zigzaggy,' quite free to go off sud- 
denly in any direction, then the print is an etching. For 
the point, which has only to remove the etching ground, 
is in no way hampered and is not bound down to any rules. 
The line of the woodcutter is something between the 
two ; it is drawn by a man whose hand is about as free 
as the etcher's, but it is cut by a man whose hand is a 
good deal more hampered than the engraver's. Upon 
the whole, it is too broad and simple to be mistaken for 
that of the burin ; its edges are too clean cut to cause it to 
be confused with that of the point and acid. Besides, the 
woodcutter would find it extremely difficult, if not im- 
possible, to imitate the close cross-hatching of the burin 
engraver,^ or the casual rapid play of the lines of the 
etcher. If the line varies abruptly in strength and 
quality, if there is a preponderance of strokes in one 
direction, and if it is quite freely, though perhaps not 
hastily, drawn, the print is probably a pen lithograph. 
The crayon line cannot, of course, be mistaken. 

Thus the thing to do, when looking at a print, is to 
ask one's self. Does it look as if it could have been done 

1 The white-line wood engraver can, of course, attain this cross-hatching 
too, but his work could not be confounded with that of the burin copper- 
plate engraver, since his system is white and the engraver's is black. 
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best with a graver, a point, a knife, or a pen ? After a 
little practice each manner of engraving, etc., will th^n be 
recognised at first sight, without taking refuge in the 
magnifying glass or other help ; these we need fall back 
upon only in special instances. Cases do occur where it 
seems difficult or almost impossible to come to a decision. 
But, although numerous and irritating enough, they 
probably do not amount to one in ten thousand of 
all prints ever made. Of course, if an engraver wanted 
to, he could deceive us and make his print appear as if 
it had been done by a different method than the one 
employed. Fortunately, this occurs seldom, and hardly 
anyone wastes his time over such an endeavour ; and 
even should he do so, his work is generally a failure 
when we examine the print very carefully. Bosse, an 
etcher of repute who lived during the seventeenth century, 
and was the first man to publish a careful manual on the 
art of engraving and etching, tried to imitate line 
engraving by etching accordmg to a very regular 
system. He even went so far as to draw out his lines 
to a point by stopping the ends out and by dry-point 
work. But even this wilful deception — practised, by the 
way, not because he wanted to palm his works off as 
engravings, but because he considered this method as an 
improvement upon common etching — is easily detected 
with the aid of a magnifying glass. 

Passing from line to surface methods, we need 
discuss only the intaglio methods. Surface woodcuts 
are hardly to be found without at least some few lines in 
them. Most of them are in colours, so-called chiar- 
oscuro prints, and they print through at the back. Sur- 
face lithography, too, is principsuly in colours. The 
crayon drawing treated as a surface is recognisable at 



DIFFERENT KINDS OF PRINTS 137 

once by its close resemblance to ordinary crayon drawing. 
For the rest the surface in lithography is characterised 
by lacking texture qualities and by the fatty character of 
the ink. 

Crayon prints (crayon work in lines) and pastel 
prints are the two kinds of engraving most easily recog- 
nised, since they appear exactly such as their name 
would lead us to expect. If we find a print composed of 
rows of little dots, or dots set according to some other 
r^^lar arrangement, we know that it has been 
done by the aid of the roulette. Punched prints could 
only be confused with stippled ones. They are much 
more clvmisy and unsatisfactor)^ in the workmanship, the 
dots are round, and, being rather shallow, they show 
up gray. The dots in stippled plates do not appear per- 
fectly round when examined through the magnifying 
glass, especially the larger ones. The pictures are 
modelled to a much higher degree than it would be 
possible to do by means of punching. 

The two principal surface methods of intaglio 
printing, aquatinting and mezzotinting, may be told 
apart at once, since in the latter the tone is velvety, rich, 
and deep, while in the former it is shallow and even. 
In mezzotints we find delicate transitions from a lighter 
to a darker shade ; in aquatints there will only be a few 
different degrees of shade, each one of them abruptly 
circumscribed and not running into the others. If you 
look through a magnifying glass at a spot in a mezzotint 
which has been scraped down about half, you will see a 
number of miniature crosses. An aquatint tone seen 
through the same glass appears speckled, or like a very 
fine miniature net. Crackle is easily recognised as such, 
while the sandpaper tone is rather difficult to describe. 
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It bears a good deal of resemblance to the rocked 
mezzotint tone, being also susceptible of gradations, but 
it is not so deep and soft, and it is smudgy at times. 

Perhaps the most difficult thing about toned prints 
is to recognise whether there has been any tone at all 
worked upon the plate, or whether the tint that we see 
upon the paper is there merely because of the printer's 
not having wiped all the ink away from the surface of the 
coppen Of course, if we should happen to have two 
specimens of the same plate laid before us this 
printer s tone would be recognised at once, for he cannot 
leave the ink upon polished portions of the plate exactly 
the same in two instances. But when we see only one 
proof, it is sometimes very difficult to distinguish between 
a delicate aquatint, a sulphur tint, and the plain retrous- 
sage of the printer. It will be remembered that some 
plates, especially etchings, require this printer's toning, 
and if he can apply it skilfully and with taste it is a rare 
virtue. Generally speaking, this printer's tone can be 
detected by some casualty or other, by some irregularity 
that could not have happened if the work were on 
copper, and by its absolute want of grain. 
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CHAPTER XIV 

HOW TO APPRECIATE AND ENJOY PRINTS 

|T is a popular belief that art is a matter of taste, 
and that taste is an inborn quality in everyone. 
It follows that everybody has a right to his or 
her opinion, and moreover that the opinion of 
everyone is of like value. 

It is strange that within the whole range of human 
interests such an utterly nihilistic theory has been deemed 
applicable to one only, and that perhaps the highest of 
them all, to art In everything else work or culture 
(which is merely an expression for work that has been 
accomplished) entitles a man to his position among 
his fellows. His opinion is valued according to the 
amount of labour that he has spent upon cultivating that 
opinion. 

In the matter of a big factory building, would any- 
body for a moment pay the least regard to the remarlcs 
of an outsider who should say that architect and engineer 
did not know what they were about ? Suppose a person 
to have fractured his arm, would he apply for help to 
the first man whom he met in the street, or would he 
go to a surgeon of long training ? Yet building, engi- 
neering, and surgery cannot be considered as intellectually 
refined and delicate processes as art : the first man in the 
street might be more likely to know something with 
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regard to them than with regard to it. Imagine an 
astronomer discussing the movements of heavenly bodies 
in a company of well educated people ; would anybody in 
that company who had never looked through a telescope, 
and had never made an involved mathematical computa- 
tion, dare to rise and say that the astronomer was in the 
wrong ? But suppose that in the same company a man 
who has devoted a lifetime to the study of art should 
maintain that Rembrandt's ' Susanna Bathing ' is one of 
the most beautiful of pictures, and then suppose a manufac- 
turer, who manages to visit a gallery perhaps once or 
twice a year, rises to answer that he thinks Rembrandt's 
nudes ugly and bad, and that he believes Adriaen van der 
Werff s paintings are much finer. Probably everyone in 
that company would consider it an open question which 
of the two was in the right 

I am of opinion that aesthetics are based upon know- 
ledge, and are as much a science as astronomy or natural 
history or anything else. We are not bom scientists and 
we are not born with taste — that is, knowledge in regard 
to fine art. Of course there are geniuses who need to 
learn very little from others, and who have a natural 
inclination for the science of art, as others have for the 
science of mathematics. But they are not of more 
frequent occurrence in the one field than in the other. 
The great mass of people must learn from one who 
has a right to teach, and such a one can be found 
only among those who have devoted a lifetime to the 
science. 

The great majority have eo ipso no more right to an 
opinion on art than they have to one on higher astronomy. 
They should try to arrive at this conclusion at an early 
period, for then they will make efforts to improve their 
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taste, and whoever has devoted all his time to the study 
of art will then be able to further them. 

The science of aesthetics is still young. Perhaps 
even at the present day there is no one who has a 
right to assume such a position of teacher. But until 
his presence is rendered possible by the determination 
(at least in principle) to be glided by him when he does 
come, his advent will never occur. And meanwhile, until 
he appears, the words of those who are better prepared 
than the great majority have a fair claim to being 
attended to. 

People will answer : If we are to subordinate our un- 
trained opinion to a trained one we are at a loss whom 
to follow, for among those who maintain that they have a 
better right to speak there is much difference of opinion. 
There is still more divergence among natural scientists, 
and yet we do not hesitate to submit to each and all of 
the opponents. There are, for instance, perhaps as many 
doctors who condemn vaccination as there are doctors 
who believe in it. Half of them must be wrong, and yet 
no one hesitates to submit to the regulations of a doctor 
when he is ill. Their antagonism on especial points does 
not lead us to lose our general confidence in them. 

To be sure, the science of art remains entangled still, 
and there seems to be more room for opposing theories 
with regard to it than with regard to anything else. So 
many attempts have been made to get at its soul, to 
define its limits, and to explain in what manner it affords 
us enjoyment. It seems at first indeed as if it were 
almost impossible to establish anything with regard to it, 
as if its essence were as variable as its forms, and as if it 
were beyond all subordination to theory. 

But a theory may have some use even if it be not so 
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logically deducted as to meet all case&. For from the 
attempt of its author to formulate a system out of the 
pl^surable sensations which he has received from works 
of art, we shall glean at least one way of enjoying art 
This may lead us to adopt similar ways, or it may lead 
us to adopt different ones. At any rate we may be induced 
to think about the subject, and if in consequence our 
pleasure becomes a conscious one in the end, it will have 
been so much heightened. That is the possible active 
good of all such theories. 

Let us compare a few of them. 

Some people say that the reason we enjoy art is 
because it is the incarnation of beauty, of a certain kind 
of perfection which stands over and above nature. 

To the actual forms of nature they object that they are 
always accompanied by casual or temporal features. Thus, 
not being a homogeneous essence, the natural forms are 
imperfect, and consequently not beautiful. Should some- 
one, however, choose from all forms of nature as much 
as will meet every single one in its essence and neglect 
every one in its chance imperfections, he will then have 
attained an ideally perfect form, he will have gained 
essential beauty. 

In a word, for the Idealist beauty consists in absence 
of casual imperfection, and it is attainable in art, which 
depends upon a process of selection. The artist s chief 
aim must be to choose and create something new, not to 
imitate that which already exists. 

So far, so good ; but let us investigate the manner of 
creation which the idealist has mapped out for the artist. 

Perfection of any kind is not tangible ; it cannot be 
experienced by any sense, it can only exist in thought 
It is an abstraction based upon reflection, and whoever 
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says that the principle of art consists in the search after 
perfection has made logical abstraction its basis. He 
says that the artist must first think his picture, and then 
paint it. Our thinking is done by the aid of words. 
Painting would therefore be the mere illustration of 
words by means of a brush and colours. The specific 
art of the painter would accordingly consist of imitation, 
while what he does of creation — namely, the thinking out 
of his picture — is identical with that form of creation 
which obtains in all literary efforts. 

The creation of beauty, as the Idealist demands it, is 
after all only a certain form of imitation, and no true 
creation in the end. But it seems impossible to grant 
that there should be no specific form of creation proper 
to art alone, and that art should consist merely in imita- 
tion — ^that is, the illustration— of thoughts. 

With artists of the idealist class the logical process is 
the main thing, and, when consistent, they must reach the 
standpoint of Cornelius. When somebody called his 
attention to the fact that he had drawn a hand with six 
fingers on one of his huge Campo Santo cartoons, he 
exclaimed: *And if there were seven, how would that 
injure the idea of the whole 1 ' 

Now, the idealist theory — propounded for the justifi- 
cation of a short, recent period in the history of art — does 
not explain any of the great masters of former times, 
and leaves whole departments of art out of consideration 
altogether. In the works of the truly great artists — the 
Buonarottis, the Titians, the Bellinis — there are no abstrac- 
tions, no logical ideas apparent They do not strike us 
as being the illustration of thought. The power exercised 
over us by them is not one that could be exercised by 
words as well or better. There is a mysterious power of 
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creation embodied in them that bears no relation to 
logical thinking. Moreover, none of those masters ever 
dreamt of choosing an abstract perfect beauty out of an 
assemblage of natural forms. We glean from the nume- 
rous drawings and studies that have been handed down 
to us along with almost every famous picture, that these 
men chose only one form and copied it rather narrowly, 
never altering any casual defects of the model. 

Again, according to this theory no portrait could well 
be considered a work of art, as portrait painting is not 
based upon that process which seeks to gain beauty by 
means of selection. Finally, how does it happen that 
many works of art which by no means avoid the casual 
imperfections of nature — for example, many paintings of 
Velasquez, Hals, and Rembrandt van Rijn — have with- 
stood the criticism of many ages, and have been regis- 
tered among the finest works of art in existence ^ 

It is plain that the theory is open to endless objections, 
not the least of which is that it sets up a dogma for 
beauty and maintains that art must live in accordance 
with it. 

Idealism testifies to a low stage in the practice of 
painting. It was called forth by the circumstance that 
the artist had given up the habit of hard work. He then 
thought out his theory in order to suit his practice. 
When, some ten to fifteen years ago, artists began to 
work seriously again, coming to the conclusion that art 
cannot live on principles and leisure, a new theory was 
soon developed. Work, in the case of the artist, means 
strenuous study of nature. The theory was again fitted 
on to the practice, and came to be realism. The reaction 
was all the more extreme because it had to fight so hard 
against the lingering idealistic views. 
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Theories must, of course, always be made to agree 
with practice, for they are no more than the generalisa- 
tions of practice. But it is a question whether they may 
be made to fit the practice of a brief space of time, or 
whether they should be derived from the practice of ages. 

As theorists the naturalists are, doubtless, not a whit 
better than their predecessors. According to them, art 
consists merely in reproducing nature in some other 
material ; the material in the case of painting being 
canvas, brush, oils, etc. The artist's aim must be to 
come as close to nature as possible, and he must sink his 
own personality in the attempt 

There are a number of desperate conclusions to which 
the acceptation of this theory reduces one. In the first 
place, if the reproduction of nature is the essence of art, 
then choice of subject is an absolutely irrelevant matter, 
and the painting of a filthy pigsty may be just as im- 
portant a work of art, if it reproduce nature well, as the 
representation of the Crucifixion on Mount Calvary. In 
fact, a statement to this effect will often be heard, even 
to this day, from the lips of the ultra-naturalists. But it 
is beyond a doubt that, other things being equal, we do 
attach some importance to subject in art, and, as long as 
there have been pictures, they have been classified in im- 
portance according to subject If we have the picture of 
a human being and one of a beetle before us, the former 
will afford us greater artistic enjoyment, provided both 
have been executed with equal skill. 

If, indeed, the essence of art consisted merely in its 
being an imitation of nature, it would be hard to explain 
the pleasure we take in art For the objection, held up 
by the older idealist, that one can never approximately 
attain the real naturalism which is set up as a goal, is 

L 
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a very sound one. We can never be deceived by a 
painting and take it for reality. Some tricksters have 
painted a coin on a panel so as to make us, under certain 
conditions, perhaps mistake it for the real object. If we 
are pleased, we are pleased by the cleverness of the trick ; 
we are not moved by it as a work of art. If we ana- 
lyse our sensations with regard to the standard paint- 
ings, which have been established as such by the consent 
of the most refined taste, we shall discover that our 
enjoyment does not depend in the main upon a compari- 
son between the painting and nature. Else how could 
we enjoy the art of Michelangelo Buonarotti, of Claude 
Gel^e, or of Rembrandt van Rijn, all of which is far 
from being an exact copy of nature } Copying nature 
exactly, and striving for nothing beyond — in other words, 
imitating nature as the naturalist has it — is at best a futile 
aim, since it always falls short of success. It cannot be 
the true aim of an artist to strive for something he 
never can attain, and it does not seem plausible that the 
pleasure we take in art should lie in the direction of an 
unavoidable failure. 

The naturalists attack the idealists on one weak 
point — their neglect of nature ; a second class attacks 
them on another — namely, the importance that they attach 
to the logical element contained in each work of art 
These purists wish to set art aside as a sense pleasure, 
and disassociate it from all the logical activity of our brain. 
For, they argue, if our enjoyment of the fine arts depends 
at all on thinking, then it can never be as great as that 
which we receive from literature, since here the logical 
activity of the brain has a much wider field. Just as the 
intensity of a sensation keeps pace with the degree of its 
unmixed purity, so a picture that appeals to our senses 



HOW TO APPRECIATE AND ENJOY PRINTS 147 

only, and not to our sense, must give us a purer pleasure 
— ^purer because there is nothing to divert us while we 
contemplate it, and purer because the pleasure it affords 
us cannot be exactly given us by anything else. All this 
culminates in the theory that decorative art is the highest, 
is the only true art, and that all artists should strive 
after it. 

The theory sounds excellent as long as it remains in 
the comparative stage ; as soon as we put it in the super- 
lative, it fails us. If art be finer the more decorative and 
the less logical it is, then it must be finest when it is 
absolutely decorative. We should have to consider a 
Persian rug, or, better still, a panel harmoniously tinted 
with pleasing colours, but representing nothing whatever 
that our intellect could connect with any established idea, 
as the finest and highest work of art It goes without 
saying that hardly one out of a million will accept it as 
such. 

Thus it seems that the theorists of naturalism and of 
decorative art, though both improving upon weak points 
of the idealist, have not set up something of their own 
which can be unreservedly accepted instead. Their con- 
ception of the essence of art is erroneous, and consequently 
artist and public cannot be guided by their teaching. 

Quite recently a new theory has been broached, based 
on the contemplation of early Florentine art, and which 
is in its nature physio-psychological. It maintains that our 
pleasure in the paintings of these old masters is grounded 
on the fact that they stimulate our tactile imagination, 
especially with regard to the drawing of the human figure. 
By painting a figure in a higher degree of realism than it 
actually possesses in nature, they awaken our sense of 
touch to a greater degree of activity, and thus make us 
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feel as if our physical powers had suddenly increased. For 
example, we may not be able to recognise a human form 
in its full plasticity at a certain distance ; they painted it 
more * rounded ' than it really is, and thus as they paint 
it we see it better than we do in reality. 

It is an ingenious theory, but it seems to be very 
restricted in its applicability. Grant for a moment that 
this is indeed the reason why Giotto's pictures afford us 
pleasure ; it can be used as an explanation only in the 
case of very few other masters or schools. Will the theory 
account for the delight that we get out of the works of a 
landscape painter like van Goijen, or from Mantegna's 
Paduan frescoes ? Will the theory be found applicable in 
the least degree to Japanese painting } Surely no one will 
deny that we find keen enjoyment there. On the other 
hand, the ' Romanist ' sixteenth century painters of the 
Netherlands bring this principle of plasticity in figure 
painting to a climax. So does the modem chromo ! If 
Giotto stimulate our sense of touch twice as much as the 
natural object does, then they do twice as much as Giotto. 
Accordingly we should derive twice as much pleasure 
from their works as from Giotto's, which is certainly not 
the case. On the contrary, we hardly find it bearable. 
It seems to me that they prove the invalidity of the 
theory. 

I should say that we admire Giotto for something 
else, that we esteem him in spite of, rather than because 
of, his high tactile and mobile qualities. For they may 
be looked upon as a sign of weakness. The original 
painter was at first indeed an ape, an imitator of nature, 
before he grew to be an artist He played the part of a 
child, and, like a child when it begins to draw, he overdid 
the thing. He was conscious of the fact that he was not 
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able to hit the mark he aimed at, and so, from fear of 
failing, aims higher and shoots beyond. He wants to 
make things plainer, more real than they really are. In 
consequence of this the early medieval painter, who figures 
in the infancy of the history of modern art, cannot picture 
a scoundrel when he tries to paint Judas. He distorts the 
figure into a caricature, which is ridiculous rather than 
loathsome. Thus too Giotto, for fear of not reaching the 
natural plasticity, makes his figures more plastic than they 
should be. The exaggeration is the result of weakness, 
and cannot be the source of our enjoyment of art. As 
soon as ever the history of painting shows an increase of 
technical skill, the artist's anxiety to get things * like ' 
wanes, the mere imitation of nature loses its primary 
interest, and the intensified realism subsides. 

Thus, if we grant the heightened realism of Giotto, I 
believe we must consider it a failing, due to the circum- 
stance of his possessing no great degree of technical skill, 
and must not think that it is the source from which our 
enjoyment springs. Besides, the consideration of tactile 
values will always be an unsteady basis for an art theory, 
on account of the subjectiveness involved. Many may 
agree, upon consideration, that Giotto stimulates their 
sense of touch ; as many, probably more, will deny this 
to be the case. 

To me, art seems to be the manifestation of human 
will exercised over nature at large. 

When a picture presents us some feature of nature, 
clearly recognisable as such, but upon which some one 
human intellect has impressed its stamp, then it is a work 
of art, and I believe that the simultaneous intertwined 
presentation of the two great factors of the world — mind 
and matter — is what creates in us the distinctive art 
enjoyment 
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Nature is one thing ; human intellect is another : art 
IS the union of both. As long as painting remains the 
mere objective manifestation of nature, which during the 
recent spell of naturalism was deemed the sole object of 
art, it falls short of its original, and surely cannot stand 
proudly upon this defect as high art. When it is merely 
the constructed effort of the human mind, it is only an 
illustration, only the translation of words, and thus again 
only an imitation which falls short of the original. But 
when it is nature that has passed through the mind of 
one human being and has received its impress therefrom, 
it appeals in like manner to our senses, which love to see 
their sensations reproduced, and to our intellect, which 
loves to discover traces of itself in the work of art It is 
no longer an imitation ; it is unlike anything else, and 
consequently does not fall short of anything else. 

If we consider the works of all the great masters that 
have ever lived, they all tend to prove the validity of the 
theory. We do not look merely for the reproduction of 
nature in their pictures, we who are continually in contact 
with nature itself. It is the personality of the painter as 
it appears in his conception of nature that we look for, 
and that we enjoy. Of course the image of nature must 
be there too, and it must be a good one. The more 
perfect it is, the better it is for the work of art It is an 
a priori demand that the artist must be able to image 
nature well ; how else should he be able to impress his 
own individuality upon it } But imitating nature is only 
the first component of artistic creation ; exercising your 
will upon it, forcing it to appear as you see it, is the 
second ; and both are equally important, if indeed the 
latter be not the more important of the two. The 
men out of whose life-work a strong individuality, an 
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overpowering character, shines forth, such as Mantegna, 
Durer, Michelangelo, Rubens, or Rembrandt, are the 
masters whom we place at the very summit of art ; those 
who have infused but little of a personal charm into their 
images of nature make up the thousands whom we range 
as artists still, but of a lesser rank. 

This theory provides a ready answer for numerous 
questions which were troublesome to the upholders of 
the other theories. Thus in what way can either idealist or 
naturalist account for the enjoyment we take in caricature, 
or in Japanese and old Chinese painting? These are 
simply all different forms of man s forcing nature to obey 
his will, making it personal and subjective. Again, the 
circumstance that we classify paintings according to sub- 
ject, and (to repeat the example adduced above) rank 
portrait painting above still life is accounted for. In the 
portrait there is greater scope for the manifestation of 
intellectual will than in the painting of a dead beetle, 
more individuality in the portrayal of the Crucifixion than 
in the painting of a pigsty, and thus, other things being 
equal, we have a strong motive for ranging the one above 
the other. 

But, above all, this theory contains no categorical im- 
perative for the artist, and may lay claim to catholicity as 
one of its good features. The naturalist commands the 
artist to cultivate the closest study of nature and let all 
else alone. If we allow ourselves to be swayed by him, 
should we not have to discard a great mass of masters 
who give us great pleasure, simply out of respect for the 
theory ? The idealist bids the artist to evolve an abstract 
beauty as the aim of his art. How little of the work 
of the great geniuses can be made to concur with this 
order, even by dint of sophistic reasoning ! But whoever 
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agrees with me that art is simply man in nature will be 
at a loss as to what directions to give to artists. For if 
they are not men of themselves, it is no good bidding them 
be men ; and to tell them that they must have the forms of 
nature at the command of their brush is like telling a 
farmer that he must plough his field if he wants to harvest 
The possibilities open to the artist who exercises his will 
upon nature are unlimited ; not only can he exercise it in 
endless different directions, but each man's will will be 
different We need only think of a few examples to see 
how wide a range we enjoy. Bellini, Watteau, Manet, 
Millet — all of them present us nature as seen through their 
mind's eye ; but with one it is especially directed to 
problems of light, with the others to problems of spirit, 
of technique, and of mood, if I may use the word to 
express the untranslatable ' Stimmung.' 

An aesthetic theory ought indeed never to be given 
as a piece of practical advice to the artist, for it is not 
ante practice, but post practice, and is related necessarily 
only to that which has gone before. But it may be used 
as a guide to the public ; and if, on the one hand, we all 
agree that it is a bold thing to try and map out a path 
for artistic creation, we shall, on the other hand, find even 
artists willing to agree that theories should be used for 
the improvement of public taste. 

The public, to be sure, may find some categorical 
imperatives in this theory. 

Above all, give up attaching so much importance to 
* likeness,' when you are looking at a work of art Like- 
ness is imitation, is the tendency to deceive. Stringent 
observation of it leads to the barbarism of a wax-figure 
cabinet 

Give up looking for * stories ' in a picture. Stories — 
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that is, thought in the form of episodes — are not nature, 
but the product of the human mind. A man wishing to 
tell a story, or a joke, should use pen and ink, and not an 
artist s implements. For art is nothing but outside nature 
reflected from an individual's brain. Human thought 
reflected from an individual's brain is poetry or philo- 
sophy, and is communicable only through the medium 
of words. 

Finally, make up your mind to receive a pure impres- 
sion from works of art, stripped of all associations, and 
look for the artist in the picture rather than for the objects 
imaged. This last is an injunction especially needful 
to-day. The absolutely untrained public of course always 
compares the picture with nature and nothing more. But 
at present the spirit of the naturalistic school still hovers 
over us, and even the cultured public is apt to incline 
that way. Some twenty-five years ago it would have 
been necessary to guard against neglecting nature rather 
than against laying too much stress upon it. 

I have dwelt so long upon theories of art in general 
because it seemed necessary to impress the reader with 
the idea that art is a thing that requires especial consider- 
ation, and that the culture which enables us to possess a 
fairly good judgment in matters of literature does not at 
the same time suffice to prepare us for problems of art. 

When I enter upon the discussion in which I try to 
say how the sub-department of black-and-white art should 
be looked at, in what manner we can understand prints 
and extract most enjoyment from them, I shall not start 
from such a general point of view. On the contrary, I 
must start from quite a special one, namely, from the one 
that the artist takes in regard to his work. 

The born artist never has |p concern himself with 
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questions as to the essence of art For art is just exactly 
whatever he will make of it, and nothing else. The 
power that creates lies dormant in him, and he need not 
come to a clear comprehension of it ; it will work its way, he 
being unconscious of it. But there is something else 
concerning which he must come to a very clear under- 
standing, and that is the use of his medium, his marble 
and chisel, his canvas or panel or wall, his oils or other 
colours, his pen, point, crayon, etc. As far as his efforts 
are conscious, they are directed towards the evolution of 
style out of the material at hand. He has to consider 
two things : one at the beginning — * What is the specific 
character of the material with which I am working ? ' — 
the other at the end — * What ultimate result can I attain 
with this material ? * The attainable is what eventually 
must determine him in his attempt to develop style. 

Every instrument with which anything can be made 
has its limitations, and is adapted to the production of 
special results. Artists must keep this in mind no less 
than all other men. But sometimes they neglect it, and 
seem to think that it is quite a matter of indifference 
whether they are to chisel or paint or draw or engrave 
a given subject. They commit the error of placing 
the desired effect before their mind s eye, and of then 
seeking to reach it without regard to the means to be 
employed. 

If we consider the means of the graphic artist and 
ask what end can he attain with them, what limitations 
restrict him, we shall find among the first limitations that 
he can compass only a very modest degree of verisimili- 
tude. In order to produce even the slightest grade of 
deception, an artist needs colour. A coin may be painted 
so as to make us stoop to pick it up. The very greatest 
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sculptor of the world could never have chiselled it in 
marble in such a manner as to make us mistake it for a 
real coin, nor could the finest draughtsman have drawn 
it in black and white with better success. Form alone 
does not deceive us. It follows therefrom that verisimili- 
tude, a certain degree of which the painter must cultivate, 
is of much less importance to the sculptor, and to the 
black-and-white artist. For it cannot be their task to 
develop the handling of their material in a direction in 
which even a fair share of success is precluded. 

The sculptor's art is the one which appeals to our 
sense of touch, and here one may speak of tactile and 
mobile values. This again is beyond the graphic artist. 
To whatever perfection he may attain, he can never rid 
us of the sensation that we have merely a flat sheet of 
paper before us. 

What, then, remains for black-and-white art ? 

It excites our fancy to replace by means of intellec- 
tual creation all the sensations that the sister arts call 
forth directly. The few lines, that in some manner 
suggest form and colour, act as a foundation upon which 
our fancy, with the help of association, builds up true 
form and colour. 

To stimulate our fancy, to suggest — that is the proper 
province of the graphic arts. A black-and-white picture 
will be the truer and the more effective the more this 
principle is kept in view, the less any attempt is made 
to vie with other arts in which a greater degree of 
elaboration is admissible. 

This branch of the fine arts, then, seems to appeal to 
our mental activity, depending upon a process of intel- 
lectual association. Herein it clearly stands in direct 
opposition to painting. To be convinced of this we 
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need merely recall to our mind how laborious, heavy, and 
unprepossessing the huge historical paintings of men like 
West, Gallait, Piloty, appear to us, while, for example, 
the exquisite historical drawings of Menzel, which illus- 
trate the deeds of Frederic the Great, never cease to gplve 
us pleasure Or, again, we need only reflect upon the 
fact that painted jokes are always odious and flat, while 
black-and-white caricature can give us keen artistic 
pleasure. 

The true creative artist will ever keep this in mind 
when he enters upon the field of black and white. He 
feels instinctively that he must produce something which 
no one, employing other means, can produce. But the 
reproductive artist, who has not the holy fire of genius 
within him to drive him on, mixes up matters and slips 
into imitation. As long as original artists practised wood- 
cutting, we could boast of an art that stood out clearly 
defined upon its own merits, having its own principles of 
design, and its own decorative laws. Later on, the 
reproductive artists took to making woodcuts, and they 
eliminated vigour and spirit from the art. In their hands 
it changed into an imitative craft, which tries to reproduce 
the elaborate chiaroscuro, the diffused light and fine 
gradations of subtle half-tones, as these obtain in oil- 
painting. The white-line engravers of our day are very 
proud of their work. They think it can well bear com- 
parison with that of Durer, and they call our attention con- 
fidently to the imperfection of his aerial perspective, to 
what they deem the lifelessness of his figures. They 
have no idea that Durer's woodcuts represent the 
culminating point of style, that he has actualised every 
possibility that lay in the legitimate use of his material, 
that nobody can get a knife or a block to do more than 
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he did. Their own efforts, on the other hand, clever 
and captivating as they may seem to the uncultured eye, 
are wayward vagaries of style. What sense is there in 
painfully struggling for diffused light and chiaroscuro, 
when the very soul of what you are driving at, when 
colour, is beyond your reach ? Your work remains at 
best only a black-and-white shadow of what you desire it 
to be. Such attempts are comparable in a way to a clown 
who trains a pony to ride a crudely constructed bicycle. 
The sensible master of the horse will train it to develop 
those feats of agility and swiftness which are a poten- 
tiality in it Many an eight-year-old child can out- 
bicycle a horse. But no human being in the world can 
compete with its speed and its agile steps. Many a 
dauber can get a finer chiaroscuro on to his canvas than 
the peer of white-line woodcutters on to his block. But 
the decorative power and the vigorous character, as 
exhibited by the great masters of the old style wood- 
cut, cannot be put in the shade by any other artist 
whatever. 

If we must even condemn white-line woodcuts as an 
aberration from true graphic style, what must we say of 
such processes as monotyping, or spongotyping ? They 
are nothing less than barbarous solecisms of style. It is 
the object of graphic art to be as far removed from 
photography as possible, not to resemble it to a dot. An 
artist worthy of the name will never try to confuse you 
with regard to his means. He will not, like the chromo- 
manufacturer, place something before you of which you 
cannot for the life of you divine how it came to be. On 
the contrary the painter, by displaying clever, dashing 
brush work, will lead you to the consideration of his 
method, and will want to put all things necessary in 



158 ffOlV TO APPRECIATE AND ENJOY PRINTS 

your hands, so that you may form an opinion as to 
whether he understands the handling of his material or 
not In like manner the graphic artist naturally wants 
to show that his effects have been produced by certain 
means ; he does not want to disguise these means. He 
does not, like the spongotyper, want to get at an effect 
by spurious means. The spongotyper is a man who tries 
to paint without colours, a man who tries to sing without 
emitting sound : his labour lacks the beauty that the 
accomplishment of design brings with it, it is like a 
cloudy day in spring. 

I am inclined to go still further, and to pronounce all 
surface techniques in the graphic arts to be fundamen- 
tally nothing more than stylistic anomalies. It is true we 
do not always apply the highest criterion, and so it 
happens that we find beauty in mezzotints — especially if 
the mezzotinter brings the velvety softness, which is the 
principal treasure that lies hidden in this process, to full 
effect — or in aquatints— especially whenever the artist 
has appreciated the distinctive characteristics of this pro- 
cess and makes the most of them. But there is an 
inherent deficiency in all these methods, namely, that 
they aim at direct imitation. In nature we find only 
surfaces, no lines. Now an inferior mind will naturally 
try to reproduce surface-nature, by surface-method, on 
the child's principle of like meets like. But true likeness, 
true reproduction of nature, cannot be accomplished, 
since the work is carried out in black and white only. So 
the man who attempts it falls short of his aim, and has 
not substituted anything of his own to counterbalance the 
failing. He only manages to go half-way, and discovers 
that his work is a contradiction in itself. 

The basis upon which all graphic art must be built up 
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is line. Unfortunately the feeling for line is not born 
with us, and so but few persons comprehend the meaning 
of this expression. The untrained public jump at the 
nearest thing, which is comparing the work of art with 
the original object. If the reproduction is effected by 
means of line, it startles them. It is something new, in 
regard to, which they have to come to some special con- 
clusion, and that means intellectual labour, a thing which 
many people rather like to shirk when they can. Thus 
line, necessitating an effort in the person who wishes to 
appreciate it, cannot easily gain ground with the public. 
Yet it, and nothing else, is the making of true graphic 
art, for it introduces the factor of creative ability. Line 
is something that the artist must create, nature does not 
offer him the model which he has but to copy. 

All the great artists in black and white, who pos- 
sessed original ideas and who turned to this branch of 
the fine arts for its own sake, were masters of line. 
None but the men of meaner talent, and the mercantile 
copyists, content to live on another man's work, looked 
about for something easier, which they found in the 
various surface methods. These do not require genius ; 
they cannot be developed into a style. 

In each of the various departments of the graphic arts 
line possesses its proper character, and the aim of great 
masters has been to cultivate this character. Genius 
always makes a virtue of necessity. The knife of the 
woodcutter and his hard, unevenly grained plank-block 
are unwieldy material. A man of insight will not try to 
put them to delicate, sensitive tasks. He will feel intui- 
tively that there is a grand energy, a simple strength, and 
a bold straightforwardness to be effected with them. 
That is the direction in which he will work. That, 
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too, is what we, the public, must look for when we wish 
to obtain the proper enjoyment out of the art of wood- 
cutting, since woodcuts of such a kind are in keeping with 
the character of the art To look for daintiness of execu- 
tion, or nicety of tone, or delicate refinements of any kind, 
is to expect something foreign to the art. It is like look- 
ing for graceful and elegant dialogue in an iEschylean 
tragedy. 

The engraved line is altogether different in character ; 
a fact resulting from two peculiarities. One of these is 
that in its production a great amount of manual force is 
necessary, consequently there is nothing like perfect free- 
dom of hand ; the other is, that when naturally produced 
it runs to a point and possesses a clean brilliancy. These 
'humours' of the burin were cultivated and led to the 
systematising of line, to presenting it bound by laws of 
regularity, and to the development of * colour ' effects. 

In the same manner the line of the pen has its own 
character, dependent apparently upon mere chance 
features (such as that it splutters when moved back- 
wards) ; and the line of the pencil, of the crayon, etc, 
all are distinctive. 

But the real medium of line is etching. It is the art 
in which line has become hypostasised, in which the 
infusion of character into line rises to the highest stage 
of development. The lines of pen and pencil are variable 
in depth and size according to pressure ; the line of the 
burin contains different contrasting elements ; the crayon 
line is a porous trait. The etched line alone is homo- 
geneous. There is a solid honesty about it ; whoever 
operates with it must possess full command over his 
means, as there are no accidental resources upon which 
he may depend to help him out. 
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Original geniuses have taken to etching in preference 
to engraving, not, as many people believe, because it is a 
quicker or easier process, but because it imposes fewer 
conditions upon the artist. In engraving his fancy is 
bound down to a certain path which he must follow, for 
the burin has a pronounced inclination, and one that is 
stronger than all individual natures. Nobody can obviate 
the glossiness of the burin line, or surmount the restric- 
tions of movement that are imposed. But etching knows 
no such shackles. Here the matter lies in a nutshell : 
this is your plate and your point ; the line that you pro- 
duce is one of absolute purity, and does not force you 
into any channel whatever. Now see what you can make 
of it. Now see whether you have the genius to display 
originality and spirit in attempting to translate nature's 
surfaces into line work. You alone are responsible for 
everything that you do ! 

This is just what true genius longs for. For perfect 
responsibility and perfect freedom go hand in hand. 

The instruments with which the etcher operates seem 
so simple and capable of but little variation. Yet, to see 
what variety is possible, how each individuality can attain 
its perfect revelation, we need only think of a few different 
masters of the art. Rembrandt van Rijn, in his sketches 
and many of his larger plates, asserted the rights of line, 
as it were, and made it the first bearer of true artistic 
personality. With the addition of dry point he made it 
produce a new conception, create a new point of view 
from which the world had as yet not been looked at, and 
which intensified and focussed problems of light and shade 
as in a burning-glass. How different are the ends to 
which Whistler puts line! How entirely novel is his 
style, how expressive the bit of line with which he 

M 
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operates, how pre-eminently suggestive! The line of 
another master is again something quite different. It 
expresses grandeur and earnestness ; it means power and 
energy. If ever there were a display of utter absence of 
pettiness, it is here. If ever anyone has managed to pro- 
duce variety of tone, from the highest down to the lowest 
in the gamut, without ever destroying the value and inde- 
pendence of line, it is he. 

Let me sum up my advice again in a few injunctions 
to the reader who wants to learn how to enjoy looking at 
prints. 

In the first place, look again for the man in the print, 
not for the object depicted. Why do so many people 
pass over black-and-white art without taking notice of it } 
Why does it weary them ? Because they look for stories, 
and must confess that words can tell them better. Or 
they look for nature, and must admit that nature itself is 
superior to any copies of itself ; but that even the painter s 
copy is a far better one than the black-and-white artist's 
can ever be. 

Do not attach such excessive importance to correct- 
ness of drawing in black-and-white art. Correct drawing 
is a welcome virtue in all branches of art, but it is not 
the essence of art, especially not of black-and-white art, 
in which verisimilitude cannot be attained. Some of the 
most magnificent work of Rembrandt, of Goya, is out of 
drawing and yet it is fine. For correctness of drawing 
depends only on the training of hand and eye, and they 
can be trained. But genius cannot be acquired, and it is 
genius which enables an artist to translate nature's surface 
into some splendid system of lines. That is the mani- 
festation of nis creative power, and that is the real soul 
of his art. The ability to draw correctly is, at bottom, a 
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poor thing alongside of this, though I should never wish 
to decry it in itself. 

Do not let a shadow of verisimilitude inveigle you 
into believing that you like a thing, whereas every re- 
newed look will betray how unsatisfactory and imperfect 
this verisimilitude really is, and will consequently draw 
the support of your admiration away from under you. 

The powerful, open line-work in prints is what is 
^ood and of lasting value. Delicate modelling, over- 
mish, are ill-judged and savour of the mercantile picture 
copier. One should not attempt to vie with nature 
without the help of colour, which alone makes nature 
natural. The less detail, the less elaborated, the more 
suggestive a print is, the finer it will be. For we have 
seen that the soul of the art is to stimulate our fancy. 
If the mystery of unfinish attaches itself to the work, our 
fancy will be roused to activity, whereas the artist who 
tries to say everything himself will not arouse our 
imagination. 

So look at black-and-white pictures not as you do at 
oil-paintings, or at nature, but from a new point of view 
adjusted to the character of the art. Only in this way 
will you do justice to the art, and only by thus entering 
into its spirit will you be able to extract the wealth of 
artistic pleasure that it is able to afford you. 
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CHAPTER XV 

MODERN PHOTO-MECHANICAL PROCESSES 

HE processes that have been described in the 
foregoing pages are artistic processes, that is, 
they are such as original artists at different times 
— have invented or employed, when they wished 
to realise a conception through a medium that renders 
the existence of many identical copies possible. They 
always handled the tools themselves, and when altera- 
tions or improvements occurred, these were the result 
of some artist's desire to gain a new vehicle, a new 
medium, that should convey the creation of his fancy. 

Our task, then, the discussion of printed pictures as 
far as they are a form of high art, is completed. 

But as far as the illustration of books is concerned, 
the black-and-white work of art is fast being replaced by 
the mechanical black-and-white picture. The books that 
appear nowadays with etchings, engravings, or litho- 
graphs in them, are very few in number. Even wood- 
cuts, the one kind of art prints which depend upon the 
simplest and quickest process, are rapidly losing 
ground. The nineteenth century, which has sought to 
replace all manual labour, or at least reduce it as far as 
possible, has not hesitated to enter upon the field of 
black-and-white art. 

Attempts to substitute natural agencies for the artist's 
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handy or at least to cheapen the product by making the 
labour easier and quicker, appear very early in the 
history of black-and-white art. 

The number of substitute processes is legion. There 
is no end of inventors. Many have invented the 
same thing, but have called it by different names ; others 
have invented different processes, and given them one 
and the same name. Some have endowed their inven- 
tions with the most absurd, high-sounding titles. A 
complete catalogue and description of all these processes 
would make up a good-sized book. 

Probably the earliest among them resort to the aid 
of chemistry. In a way, etching may be considered the 
father of them all, for it is the first to substitute a natural 
agency for the work of man's hand. But we do not 
class etching with these substitute processes, for, as we 
saw, it cannot do without the artist, and, in fact, requires 
really more of an artist than any other process. When, 
however, etching is used to produce a relief block, merely 
to do away with the labour of the woodcutter, then it is 
a substitute process. Other chemical substitute processes 
depend upon the properties of gelatine, etc. 

A second kind of substitute process employs the help 
of electricity. Thus, for example, if a copper plate be 
covered with a coating of wax or of pipeclay, and a 
design be cut through the coating laying bare the copper, 
the lines of this design can be built up by depositing 
copper on them in the electrotyper's bath. By this 
means a relief block can be quickly made, since the wax 
or clay coating is worked upon easily, whereas the wood 
of a relief block offers a great deal of resistance to the 
woodcutter, and renders his task a slow one. Galvano- 
graphy, invented in 1839 by F. von Kobell, belongs to 
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this class, and consists of painting with certain pigments 
upon a copper plate, laying the colour on thin where the 
high lights are, and thick in the shadows. The surface 
is then made into a conductor, and copper deposited upon 
it, which results in the production of an intaglio plate, 
that may be printed like an aquatint Galvanography 
is one of the several prototypes of Herkomer s spongo- 
types, which, too, belong to this class of substitute 
processes. 

A third class, again, relies upon the ingenuity of the 
mechanic. The medal-engraving machine of Collas fur- 
nishes an example. It is constructed in such a manner 
that, while you pass the point at one end over the relief 
of the medal, a second point at the other end traces lines 
on a plate which grow heavy or light as the first point 
is lowered or raised. The many different kinds of ruling 
machines belong to this class of substitute processes. 

There are numerous others, but all of them have been 
quite superseded and distanced by the substitute processes 
that depend upon photography. 

Some few publishing houses which have a reputation 
to sustain, gained by a long list of publications which 
prove them to have been furtherers of the artist for a 
hundred years or more, still make a point of illustrating 
only by means of woodcuts. Occasionally an Edition-de- 
luxe, or some extraordinary album, will appear which 
contains etchings or engravings. With these . excep- 
tions, however, the art of black and white has been 
relegated to the production of single sheets, and to-day 
the business of illustrating books is monopolised by the 
mechanical photo-engraver. At least four-fifths of the 
pictures that appeared in books and magazines in the 
year 1896, throughout the Western World, are photo- 
mechanical productions. 
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Counting the direct photographic processes along 
with those in which multiplication is effected by means 
of a printing press, some hundred and odd such methods 
of producing pictures may be enumerated. Only the 
kinds that employ a press interest us in this place, and 
all of these are reducible to three general types, the 
three types with which we have already become ac- 
quainted under the titles of relief prints, intaglio prints, 
and planographic prints. In other words, the photo- 
engraver strives to produce what is generically called a 
woodcut, an engraving on copper, or a lithograph, and in 
each case employs the sun's rays as a substitute for the 
missing draughtsman's hand. 

Of course, it will be impossible to describe all the 
methods, some of which differ only in the chemicals used, 
or in other trifling matters. I will only describe the 
commonest kind of each type, commonest at once in 
being the simplest, and in being the kind most usually 
employed. These are — 

Zincography — to correspond with black-line woodcut. 

Half-tone process (called autotyping in some coun- 
tries) — to correspond with white-line woodcut. 

Heliogravure (or heliography) — to correspond with 
engraving on copper in lines. 

Photogravure — to correspond with engraving on 
copper in tones or surfaces. 

Phototyping (or collotyping) — to correspond with 
lithography. 

These five names have been selected out of a greater 
number, since, unfortunately, different countries and 
different firms in one country call the same process 
by various names. As has been already stated, the 
nomenclature with regard to these industries is sadly 
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mixed, and any one using such a name at the present day 
is still compelled to explain what he means. 

The photographic system that lies at the basis of all 
photo-mechanical methods is the so-called wet or collo- 
dion process. All the amateur photographers and nearly 
all the portrait photographers nowadays use dry plates, 
since they require much less time of exposure. They are 
developed in the dark room under a very weak red light. 
But the result is not nearly as sharp and distinct, not as 
strong as that to be obtained by the collodion process. 
In this method the glass plate is covered with a coating 
of iodised collodion, which is sensitised in the nitrate of 
silver bath just before using. The exposure may last for 
half an hour or more, if it happen to be a cloudy day, 
and the negative is developed by a solution of iron under 
a yellow light in the dark room. The plate, before it is 
fixed, is not nearly so sensitive to actinic light as a dry 
plate is. 

Zincography, like woodcutting, derives its designa- 
tion from the material used, and it is inaccurate in pre- 
cisely the same way, since zinc is only the most usual, 
not by any means the only material employed ; copper, 
and sometimes stone, being used as substitutes. 

Zincography can reproduce only drawings in clear 
and distinct lines, not paintings, water colours, nature 
photographs, or any sort of designs in tone. Of course 
a line may be distended so as to appear a space, or re- 
duced so as to appear a dot, but in principle it must 
remain a line of solid, ungradated black. Good work is 
ensured if the design to be reproduced has been executed 
on perfectly white paper with absolutely black ink. As is 
well known, photography does not reproduce colours in 
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their true values ; a blueish ink will come out paler in a 
photograph than it ought, a cream-coloured or yellowish 
paper will come out darker. The zincographer, however, 
can do nothing with such a gradated negative, for when 
he prints upon zinc the glass lines must be absolutely 
clear, and the rest absolutely opaque. 

The first thing the zincographer does, then, is to 
obtain a careful and strong glass plate negative of the 
design. He thereupon takes a sheet of zinc of sufficient 
size, coats it with albumen and sensitises it with bichro- 
mate of potassium (or ammonium). On this the negative 
is placed, and the whole set out to print in the ordinary 
way in which photographs are copied. When the sun has 
done its work, the zinc positive is taken into the dark 
room and rolled up with printing ink under a yellow light. 
Then it is soaked in a dish with water in daylight, and 
dabbed with cotton wool, which removes the ink and the 
albumen except where the light has fixed the drawing. 
This ink drawing is dusted with asphalt, which is melted 
into the lines of the ink, and when dry combines with it 
to form a resisting * ground.' 

Next, the back and edges of the plate are covered with 
a protecting varnish, and it is laid in the acid bath. The 
mordant eats away the zinc except where the lines of the 
drawing protect it. These are consequently left standing 
in relief. We have therefore produced nothing but 
a woodcut, done without the trouble of transferring the 
design upon the block by hand — photography does that 
— ^and without the trouble of cutting the superfluous wood 
away — the acid does that 

Whenever, as is usually the case, large white spaces 
occur in the design, the corresponding portions of the 
zinc plate are not etched away, as that would take up too 
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much time. An instrument, called a routing machine, 
resembling in a general way the instrument with which 
dentists bore holes, does this work more rapidly. When 
the zinc plate is finished it is nailed at the edges on to a 
block of wood so thick that both together reach exactly 
the level of common letter-type. The zinc block can 
consequently be set between the type and be printed 
along with it. 

An enormous number of illustrations in daily news- 
papers, periodicals and books are produced in this way. 
Not the slightest care need be taken of the zinc blocks 
in the printing, as the open work will not blot, and 
even when set in lightning steam-presses they need 
no cleaning. If large editions are to be printed, 
a number of electrotypes are made from the block, 
and a new one replaces the old one as soon as it shows 
wear. 

Zincography is the cheapest form of picture-printing 
in existence — and that to its own disadvantage. For 
being so cheap, people have come to the point when they 
want to pay hardly anything at all for zinc blocks. 
Consequently, the producer, if he does not want to lose 
money on them, must hurry them off rapidly, and not one 
perhaps in five thousand is what it should be. A zinc 
block could, and should, be an absolute facsimile of the 
original pen-and-ink drawing. But that requires a faultless 
negative, and it also requires careful and slow etching. 
Instead of that, the very first negative is taken, whether 
it has turned out good or bad, and the etching progresses 
without any stopping out, without any attention being 
paid to biting the lines to their proper thickness. If 
they are only approximately correct, and none of the 
principal ones have gone foul, the block is generally sent 
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to the printer. Wretched printer's ink and careless 
printing on poor paper do the rest 

With a large class of publishers, however, the vital 
point is cheapness, and sq the usual zinc block serves 
their purpose, as it enables them to offer at least line- 
pictures in black and white at a reasonable price. The 
next thing to do was to invent some cheap method of 
reproducing oil-paintings, or photographs after nature. 
These show gradations of tone, but no lines. This would 
correspond to the modern white-line woodcut, and is 
achieved by the half-tone block. The name implies that 
it can reproduce half and gradated tones. 

Two things were necessary. The original painting 
or photograph had to be transformed in some way into 
a relief block, for only such a block can be printed along 
with type, that is in the cheap and fast press. Fur- 
thermore, this transforming or breaking up into a relief 
had to be extremely delicate, or the half-tones would not 
be preserved. 

All the experiments to attain these ends have culmi- 
nated in the use of the 'screen.' 

To make a * screen ' a perfect plate of glass, without 
any flaw in its body 0/ unequality on its surface, is 
covered with a thin and absolutely homogeneous film of 
opaque * ground,' something like etching ground, but 
rendered opaque by being mixed with graphite. Then, 
by means of a diamond in an automatically governed 
ruling machine, lines are drawn diagonally across the 
plate in one direction, just removing the * ground.' The 
ruling machine enables the workman to place all his 
lines at exactly the same distance from one another. 
The slightest inequality would ruin the screen. The 
finest screens have two hundred lines to the inch. The 
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plate IS then etched with fluoric acid, the ground removed 
and the bitten lines are niellated and polished. When one 
such plate is finished an exactly similar second one must 
be made. These two are then joined face to face with 
Canada balsam, having been placed so that the diagonal 
niellated lines cross. Then the screen is ready for use. 
Making such a screen is a slow and tedious task. If it 
be only ten inches square and the workman draw only a 
hundred and twenty lines to the inch, he would still have 
to draw over two thousand in all. Should he slip on any 
one of the last hundred, his whole work would have 
been done in vain, or at least his screen would not be 
perfect. 

Sometimes both sets of diagonals are drawn on one 
and the same plate, and screens have been multiplied 
by photography. Both practices have been abandoned, 
however, of late* 

Light can pass only through the innumerable minute 
white squares of such a screen, as through the meshes of 
a net. It is placed a quarter of an inch, or less, before 
the negative in the camera, and the painting or object of 
nature is photographed into the negative through the 
screen. Consequently, the negative is broken up into a 
great number of minute squares, which are stronger or- 
weaker as the corresponding portions of the original 
object were lighter or darker. 

When a good screen negative has been obtained, the 
photo-engraver takes a copper plate of sufficient size — 
zinc is also used, but for the high-class fine-screen work 
copper is indispensable — coats it with a solution of fish 
glue, sensitised by bichromate of potash, and exposes it 
under the negative. As soon as the printing has pro- 
gressed sufficiently, the copper positive is developed in 
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cold water, which leaves the picture on the copper, but 
invisible. Then a solution of methyl-violet is poured 
over the plate ; this brings out the picture, as it adheres 
only to the fish-glue. The plate is then taken hold of 
with nippers and held over a spirit flame (or it is placed 
on a gas stove) until the fish-glue is enamelled on to the 
copper. The violet coloured picture turns a chocolate 
brown. Wherever the copper has been thus enamelled 
it cannot be attacked by acid, while the minute little 
spaces between the enamelled dots will be eaten away 
when the plate is inserted in the mordant bath. Only a 
very short time of biting is required. Since the dots are 
so close together, the spaces eaten away need be only 
shallow. When you pass your finger over such a plate, 
the roughness is hardly noticeable. 

The copper plate is nailed on to a wooden block, so 
that it may be printed along with the letter-press just 
like the zinc blocks. 

I should mention that sometimes a * grain ' screen is 
used instead of the line screen. This consists of closely 
set dots, in place of the closely ruled lines. It is, however, 
enormously difficult to construct such a grain screen 
perfectly even, so that no pattern or inequality should 
appear anywhere. Generally speaking, the line screens 
will always be found to prove more satisfactory. 

By this invention, the problem of producing a steam- 
printable block of a photograph after nature or an oil- 
painting, has been solved ; there are, however, some 
drawbacks to the process. 

In the first place, all half-tone blocks are unnaturally 
lowered in tone, just like and even more than photographs. 
No absolute white can be produced, as the vestiges of 
the screen will never vanish completely. This drawback 
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is irremediable except by a tour de force called silhouet- 
ting. A scroll saw is employed to cut out bodily the 
portion of the plate which is to appear pure white. But 
this portion remains a glaring silhouette, and destroys 
the harmony of the picture. Consequently it cannot be 
said that much has been gained. A half-tone block 
could be heightened in tone, and its harmony increased, 
by elaborate etching and stopping out. As this would not 
only require much time, but also the taste and skill of a 
true artist, it goes without saying that it is hardly ever 
attempted. 

A second drawback is remediable, as it is caused only 
by the over-economy of publishers. Most of the auto- 
types or half-tone blocks that we see are dirty and spotted 
in places. This happens because the spaces bitten away 
are so very shallow ; consequently the inking roller of 
the steam-press is liable to fill one up here and there. 
To avoid this the block should be taken out between say 
every hundred printings and carefully cleaned with tur- 
pentine. But that makes the printing dearer. 

The best publishing houses nowadays employ for fine 
work some first-class printer. His presses are very 
powerful, and he prints with an extremely viscid ink on 
especially prepared 'coated' paper. All these circum- 
stances reduce the danger of spotting a block to a 
minimum. The paper is very important. While line 
zinc blocks may be printed on the rough hand-made 
article, half-tone blocks peremptorily demand the smooth 
machine-make. The coated paper, already referred to 
on p&ge 24, which is brilliantly white, is the best. 

The printing of half-tone blocks has brought a new 
feature to the fore, namely, the laying or rather under 
and over-laying of blocks. This was already practised 
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by some of the woodcut printers in former days. A 
' flat ' proof of a block as it comes from the photo- 
engraver generally shows itself to be in need of some 
touching up: some portions should come out darker 
than otners. To attain this object the printer cuts a 
piece of paper just the size of such a portion, and pastes 
it on the back of the block exactly at the corresponding 
spot. By this means the block is made a shade thicker 
at this spot, so that the pressure here is a little stronger, 
and this suffices to make such a portion print heavier. 
In overlaying the paper is fixed on to the proper place of 
the cylinder, or merely laid on the top of the block. 
Blocks can be laid very skilfully in this manner. 

Of course, bad printing is not the sole cause of the 
poorness of so much of the half-tone work that we meet 
with. The process has nothing to do with the artist, but 
it has something to do with the mechanic, and it makes 
a decided difference whether he be good or bad. The 
process does not work by itself. The trouble lies in the 
same direction as in the case of zinc blocks. If publishers 
are not willing to pay good prices, then the chemigrapher 
cannot afford to make several negatives until he gets a 
perfect one, or to etch several blocks until he has turned 
out a satisfactory one. Then he is hurried. Publishers 
are so glad that there is a process which is so much faster 
than the woodcut, that they have quite forgotten to have 
patience. Short delivery, ' Send the office boy, and let 
him wait,* is the rule nowadays, and of course under 
such conditions the photographer can never expect to 
produce good work. 

A possibility of supreme interest lies at present still 
dormant in the half-tone process, three-colour printing. 
Leblon's theory has been taken up by the autotype chemi- 
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grapher, and he, if any man, can develop it to a true 
result. For it is beyond the human eye to resolve un- 
erringly a given tone into its component parts of blue, 
red, and yellow, while this is not beyond the ability of a 
photographic camera. 

Ducos Duhauron in Paris and Cross in London were 
(in the forties) the first to make attempts with photo- 
graphic three-colour prints. They made pigment prints 
of three colours, pasted them upon each other, and thus 
obtained an approximately correct diapositive. Joseph 
Albert was the first to try to apply the system to photo- 
engraving. He first used the filters, and in the course 
of his experiments he invented phototyping, to which 
we will recur. 

Here is an account of the process as it is done to-day. 
Three negatives must be taken of the object or painting 
to be reproduced, one for each colour, and, of course, 
great care must be taken to move neither the original 
nor the camera until all is done. These negatives are 
taken on orthochromatic dry plates. On the yellow, the 
yellow rays have to be stopped out so that pure glass 
remains. This stopping out is effected partly by the 
colour principle inherent in the collodion with which the 
plate has been treated, partly by placing a blueish-violet 
filter (that is, piece of glass) before the lens. For the 
red plate the stopping out is done by treating the plate 
with cyanine, and by using a green filter. For the blue 
plate, eosine and a red filter are used. 

When these three negatives have been obtained, 
diapositives (that is, positives on glass) are made from 
them, and from the diapositives screen negatives are 
made in the manner that has been described above. For 
each one of the three-screen negatives, the screen must 
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be slightly tilted (about 30 degrees), or else all the lines 
of the final three-screen plates would print exactly on top 
of each other. This tilting is one of the principal diffi- 
culties, as there is great danger of a moir6 pattern re- 
sulting. For when you superpose two screens at right 
angles, all the angles formed by the crossing of the four 
sets of lines are equal. But when you have three screens, 
you can no longer superpose them at right angles, and 
the angles formed by the six sets of lines vary from the 
most acute to the most obtuse. 

The three-screen negatives are made into printable 
autotype blocks, and all three printed, each in their 
proper colour, one on the top of another, exactly regis- 
tered, like an engraving in colours. 

The difficulties of this intricate process have not yet 
b^en quite mastered, although the method has been the 
subject of experiments for a number of years. It has not 
come to the stage of being practically useful. I have 
seen fair specimens out of an edition of two thousand, 
but they were still looked upon as trial plates, and so far 
no books or newspapers have been illustrated with three- 
colour autotypes. Strange to say, the chemigraphers do 
not work with pure approximately prismatic blue, red, and 
yellow, but vary their tints according as there is more 
blue, red, or yellow in the painting that they are repro- 
ducing. This applies not only to the filters, as we have 
seen, but especially to the tints of the inks with which 
the final printing is done. 

It will be very interesting to follow the development 
of this process. Enthusiasts claim that within a few 
years half of all the illustration in our books and journals 
will be polychromatic, done on the three-colour system. 
However, the process will be limited to the reproduction 
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of paintings. Of nature nothing but some still life could 
be attempted, since, on account of the filters, a long 
exposure is necessary. 

The photo-mechanical processes are in the main mer- 
cantile, and so it may be considered fair to look at them 
from a business standpoint. We will, therefore, change 
the order in which we treat of them, and let the piano- 
graphic, not the intaglio, processes follow the relief prints. 
For line zincography is the cheapest process ; half-tone 
photo-engraving comes next ; then follows coUotyping, 
while helio- and photogravure are the most expensive- 

The factor that renders coUotyping, or prototyping, 
more expensive than half-tone blocks, is not the manu- 
facture of the plate itself so much as the printing of it. 
Here, again, it is not only that the phototype press runs 
slower (a little slower even than the lithographic press), 
but when there is a phototype on a page, there are always 
two printings necessary, one for the picture and one for 
the letter-press, while in the case of half-tone process 
illustration and letter-press are printed simultaneously, 
as we have already learned. In consequence of this we 
seldom find collotype illustrations inserted in the text. 
They are generally printed upon separate sheets of paper 
and bound up in the book next to the page of text which 
they illustrate. 

To make a collotype, the chemigrapher takes a plate 
of glass, between a third and half of an inch in thickness, 
and coats it with a thin film of gelatine. In order to join 
film and glass firmly, the plate is first moistened with a 
glutinous solution containing beer. The gelatine film is 
then sensitised by a solution containing bichromate of potas- 
sium and chromic alum. The latter renders the film more 
durable, and gives it a minute delicate grain so that it will 
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hold moisture and ink better. This plate is then exposed 
to diffused light in a copying frame under a reversed nega- 
tive, and copied like an ordinary photograph. The light 
has the effect of rendering the gelatine film insoluble in 
water. As soon as the copying is finished, which can be 
ascertained by looking at the plate from the back, since 
the glass is transparent, the plate is immediately fixed by 
washing. The gelatine that has not been acted upon by 
light accepts the water, the rest does not in proportion 
to the amount of light that has fallen upon it, and thus 
the film possesses the same properties as a Solnhofener 
stone that has been drawn upon with lithographic ink. 

This positive film is printed in' the same way as a 
lithographic stone. It is moistened with glycerine and 
water (water alone would wear the film too rapidly) for 
about two hours, and then about 200 prints can be taken 
in the steam press before a second moistening is 
necessary. 

Collotypes after nature and after oil-paintings are that 
form of printed pictures which, in appearance, approach 
most nearly to photographs. While they preserve all 
the exceedingly delicate transitions of a photograph, 
they add thereto the important advantage of being abso- 
lutely unalterable. The collotype also lowers the tone 
of the original, but not so much as a half-tone-block or a 
photograph does, since white paper is printed upon and 
delicate ink may be used. When a collotype after a 
plain pen-and-ink drawing is made no lowering of tone 
takes place at all, and the facsimile may be as perfect as 
that attained by the most careful zincographer. 

The great drawback of coUotyping is to be found in 
the printing process. A most carefully treated film will 
not stand above 1,500 impressions in the steam press, and 
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a good many less in the hand press. Generally the 
prints become smudgy, and far from being facsimiles, 
much earlier. So it happens that the delight with which 
we hail the first few copies of a good collotype vanishes 
abruptly when we return upon the following day to the 
printer's and see some of the prints taken towards the 
end of the edition. Furthermore, this process is very 
sensitive to the moisture in the atmosphere. In some 
climates it is impossible to work it. 

CoUotyping is employed extensively in the produc- 
tion of auction and gallery catalogues ; also to a great 
extent in producing single sheets after popular paintings, 
and in this case coloured facsimiles are very often made, 
with or without the aid of lithography. There are also 
collotype experiments with the three-colour theory 
abroad. It has already been noticed that coUotyping is 
sparingly employed for the purpose of ordinary book- 
illustration. 

The intaglio photographic printing processes are the 
most expensive in their class, just as the artistic intaglio 
processes are in theirs. In this case both the production 
of the plate and the printing are more difficult and costly. 
Steam presses for engraved plates have been invented, 
but they can only print line work, and that not nearly as 
fast as the steam lithographic, let alone the steam type 
press. Very few are in use at all. 

Following a widely spread though by no means a 
general custom, I have chosen the designation helio- 
gravure for the intaglio photo-mechanical processes in 
line, and photogravure for those in tone. 

In making a heliogravure after an engraving (drawing 
in line, old-style woodcut, etc.), a distinct glass negative 
is obtained first, and this, reversed, is put into clpse contact 
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with a chromated gelatine film that has been spread on 
a glass plate. The light passing through the negative, 
wherever there has been a line in the original, chemi- 
cally changes the gelatine and makes it insoluble in 
water. After the copying is finished the film is washed 
with hot water, which removes all the portions that have 
not been acted upon by the light, that is, all the white 
portions of the original. The result then is a facsimile of 
the original engraving in hardened gelatine film upon the 
glass plate. The whole plate is now transformed into 
a conductor by being dusted with graphite and put into 
the electrotyper's bath, where copper is deposited upon 
it. In order to make the copper attain the thickness of 
an ordinary copper plate about twenty days' time is 
necessary. When the plate is taken up, it will be found 
to show little furrows in its surface, wherever there were 
lines of hardened gelatine, which in their turn correspond 
to the lines of the original engraving or drawing. A 
plate with such furrows is printable in the same way as a 
line engraving. 

Heliogravures can also be made with the help of 
etching in place of electrotyping. In this case a 
diapositive, that is, a positive on glass, is used in place 
of the negative. The gelatine film is first spread upon 
paper and allowed to dry three days. Thereupon it is 
sensitised and copied under the diapositive. Then it is 
squeegeed on to the copper, moistened, the paper stripped 
off, and washed with hot water which takes off the 
soluble gelatine. This time, of course, the lines have 
remained soluble and are washed out ; the rest of the 
gelatine is further hardened with alcohol and forms an 
etching ground which perfectly resists the chloride of 
iron with which the plate is now bitten. 
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The former method should be the truer, for the 
gelatine facsimile should always correspond exactly to 
the object photographed, while in the latter process there 
is the possibility of under- or over-biting. 

As a matter of fact, theory leaves practice somewhat 
behind it in both cases, and every heliogravure of any 
value has been touched up afterwards by professional 
engravers or etchers. They go over lines that are too 
weak, or burnish down others that have come out too 
heavy. If they have the original at hand as a g^ide, and 
are skilful, they can produce excellent facsimiles, such as 
those made at Berlin by the Reichsdruckerei. In most 
cases they have only the photographic negative or dia- 
positive to guide them, and very often they are expected 
to do their retouching without any help at all, just on 
general principles. This accounts for the failings of many 
a heliogravure, and the evil is in most cases unavoid- 
able. Such reproductions, in themselves expensive, are 
generally made after very precious originals, drawings 
and prints, the owners of which can hardly be prevailed 
upon to lend them out of the house for the time 
necessary to photograph them. The establishment of 
the photo-engraver is certainly a dangerous place in which 
to trust things of value. The chemicals stain ; the 
hands of the workmen are seldom clean ; there is always 
dirt flying about, and in addition to this hardly anybody 
knows how to handle a valuable print or drawing properly. 
So it happens that the owner secures his original as soon 
as ever he can, and does not think of leaving it at the 
establishment the several days that it takes before the 
matter of retouching a plate comes to be considered 

A big state institute like the Reichsdruckerei at 
Berlin presents decided advantages over the ordinary 
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trade establishments. As money is no object here — the 
Government granting a liberal support — all the necessary 
precautions may be taken to ensure the perfect safety of 
originals, and a high standard in the production of plates. 
The facsimiles of rare prints and drawings made at this 
institute are so excellent that even collectors have beeh 
deceived into believing them to be originals. Conse- 
quently, after the first few had been made, all the repro- 
ductions of this press have been designated as such by 
means of a stamp on the reverse. 

In the outline of the heliogravure processes I have not 
taken notice of a good deal of detail, perplexing and 
difficult to the workman, but not necessary for the infor- 
mation of the general reader, who wishes only to gather 
an idea of the principles of these processes. Photo- 
gravuring exhibits still more complications and detail. 
But I will again limit the account to a general oudine, 
sufficiently explaining its main principles. 

For the purpose of making a photogravure a pigment 
print must first be produced. A thin film of gelatine is 
mixed up with some pigment, generally carbon, and 
spread upon paper. After it has become dry it^ is sensi- 
tised with bichromate of potash, and then exposed to the 
light under a reversed diapositive of the original. The 
light renders the gelatine insoluble. Where the diaposi- 
tive allows it to pass freely, it will gradually work through 
the whole film and harden all the gelatine. Where the 
diapositive retards the light somewhat, the gelatine will 
have been hardened only to some depth in the film. 
Wherever the diapositive allows no light to pass, the film 
will remain soluble throughout its whole thickness. Thus 
a perfect miniature relief of hardened gelatine is formed, 
the uneven surface however being below and separated by 



1 84 MODERN PHOTO-MECHANICAL PROCESSES 

some of the gelatine still left soluble from the paper. The 
smooth back of this relief is then soaked in water and 
carefully pressed upon the copper plate. Now the sheet 
of paper and the soluble gelatine may be washed off: 
this will leave the gelatine relief, bare and face upwards, 
firmly fixed on to the copperplate. Finally, the relief is 
hardened still more. 

This gelatine relief is used in the same manner as an 
etching 'ground.' But as it is not quite porous enough, 
and as its thin places would allow the mordant to attack 
the copper without giving it a real printable grain, a dust- 
box aquatint ground is first laid on to the copper plate, 
and the pigment print then pressed upon it. When 
etching such a photogravure some mordant that does 
not cause ebullition must be used, otherwise the bubbles 
would lift up the film. The mordant, chloride of iron, is 
generally used in three different strengths. The thick 
solution, which bites only in the shades where it has a 
thin film of gelatine to pass through, is applied first : the 
thinner, weaker ones in their turn. 

This process is a very precarious one, and I repeat 
that although the man who engages in it need not be in 
any degree an artist, he must certainly be a very com- 
petent chemigrapher. Even such a workman will not 
be able to produce a perfectly satisfactory plate every 
time, and nine-tenths of all the photogravure plates must, 
after the chemigrapher has finished with them, be re- 
touched by means of the roulette and the burnisher. 

There are many variations of this process, and there 
are other photogravure processes, among which there is 
one that I will mention as especially interesting because 
of its extreme simplicity. It is no more than a reversal 
of the half-tone relief process. Instead of copying the 
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picture on the prepared copper through a negative, it is 
copied through a diapositive. Consequently all the 
shades of the original will be etched into the copper, 
while the lights are left standing, and this makes the plate 
an intaglio one. This process is more direct and quicker 
than the above ; it also necessitates less retouching. It 
has, however, the one drawback that the lines of the 
screen will always remain visible, and even the closest 
lined screen in use at present does not equal the surface 
effect of a dust-box aquatint and gelatine film-ground. 

Before leaving the subject of technics, I will only 
mention that there are other substances besides gelatine, 
upon whose chemical properties the photo-engraver 
depends. Such are, for example, albumen and asphalt ; 
but upon the whole gelatine is most frequently used. 

Photogravuring occupies the place of honour among 
the photo-mechanical processes, just as line engraving or 
etching does among the graphic arts. It has gone far 
towards dethroning reproductive line engraving, and we 
find it most commonly employed in copying popular 
paintings, old and new, in a large size, which some twenty 
or thirty years ago would have been entrusted to the 
copying line engraver. In spite of being somewhat dear, 
they are of course not half so expensive as the line 
engravings. Taken artistically, I should not consider 
them much more of a success, but of course they are truer 
to the original than the work of the average reproductive 
engraver. The fact that they are done by means of a 
surface method no doubt makes them so popular with 
the public at large, who will rejoice in the possession of 
a few photogravures, hung in gaudy frames upon their 
walls, and never consider that the same amount of money 
yould have secured some original etching, engraving or 
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woodcut, perhaps more modest in its dimensions, but a 
work of art Photogravures are often printed in colours 
(according to the one-printing system, the colours being 
painted on to the plate, and the print extensively re- 
touched by hand-painting), and then the felicity of the 
public reaches a climax. 

Let them rejoice if they will, but they should not 
flatter themselves to the extent of believing that they 
possess artistic inclinations. To call a photo-mechanical 
picture producer a fine art publisher is applying a mis- 
nomer. Art of any kind is creation, and photography of 
any kind is description. The writer of a gallery catalogue 
describes a painting verbally, the photographer does it 
pictorially ; neither of them is an artist. In fact, the 
catalogue writer is even the nearer the artist of the two, 
for he at least performs an act of mental creation in the 
putting together of words. The photographer s business 
is merely to remove or reduce all obstructions in the way 
of the process, nothing more. 

Anybody who claims that a photograph or a photo- 
gravure gives him any artistic pleasure, is his own dupe. 
It may help to recall the pleasure that he experienced 
once upon a time in face of the original painting, and thus 
cause him to rehearse it mentally, but that is all. By 
virtue of our powers of association it may even enable 
him to experience such a mental pleasure if the photograph 
be after a picture which he has never seen in the original. 
But the photograph itself is only a cue to enjoyment, not 
a source of it. It ranks in this respect with the type of 
a common penny paper, that happens to reprint a fine 
poem. 

As soon as the public will be persuaded to eschew the 
pretentious photogravures and befriend itself with true 
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graphic art, even if it be only the simple, original woodcut, 
we may hail an improvement of taste. For all photo- 
mechanical processes should be banished from our walls 
or portfolios, where they strut with borrowed feathers, 
and relegated to that province where they belong — the 
purpose of study and the illustration of books. 
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|0R readers who may wish to gain more special 
information on any one point, I have subjoined 
a list of books that treat of artistic and me- 
chanical processes. All of these books, with the 
exception of half a dozen perhaps, are addressed to the 
practical workman or artist 

The list is arranged chronologically, and will give an 
idea of the growth of this branch of literature. The 
ascendency of photomechanical literature towards the end 
of our century, however, is not sufficiently apparent, for 
more than half of all the information and instruction per- 
taining to this subject has been published in specialist 
journals and not in book form. Such articles could not 
be included in our list, except in case they were after- 
wards published as separately printed pamphlets. 

Besides omitting mention of all articles that have 
appeared in any periodical whatsoever, the list also 
passes by unnoticed a number of books, mostly histories 
of the art of engraving, in which technical matters are 
barely touched, the explanations being of the most jejune 
sort. Finally, articles in encyclopedias have also not 
been included. 

The bibliography is virtually limited to English, 
French, and German books. Of course I do not flatter 
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myself to the extent of believing that the list is complete, 
yet I hope that only few of the older books of real im- 
portance will be found missing.^ 

1583 

M., L. A profitable Boke, declaring dyuuers approoued remedies to take 
out spottes and staines . . . . ; how to gylde, to graue, sowder and 
vemishe, and to harden and make soft yron and Steele .... Taken 
out of Dutch, and Englished by L. M. London {T, Purfoote &* IV. 
Pounsonbie) : 4to. [i 

1588 

M., L. A profitable Boke .... with the art of limning. (2nd edit.) 
London: 4to. [2 

1596 

M., L. A profitable Boke .... with the art of limning. (3rd edit). 
London : 4to. [3 

P., W. A Book of Secrets : shewing diuers waies to make and prepare all 

sortes of Inke and colours ; and to graue with strong water in 

Steele and iron. Translated out of Dutch by W. P. London {A, Islip) : 
4to. [4 

1605 

M., L. A profitable Boke, eU. London (T. Purfoote) : 4to. [5 

1634 

Bate, John. The Mysteries of Nature and Art, contained in foure severall 
tretises, the first of waterworkes, the second of fyer workes, the third 
of drawing, colouring, painting and engraving, etc, London : 4to. [6 

^ This bibliography cannot lay claim to scientific accuracy, as it is for the 
greater part based, not on the handling of the books themselves, but on printed 
notices of them. Perhaps it will some day be found satisfactory as a foundation upon 
which somebody may construct a true bibliography. Starting with Duplessis* Essai, 
Wessely*s and Goebel's Bibliographies, and the Weigel Catalogues, I have expanded 
their lists by consulting Watt's BibHoihua Britannica^ Bohn's Lcwndes^ Maintain 
Allibone's Dictionary 0/ English Literature and Dictionary 0/ British and American 
Authors t Low*s Catalogue of Books ^ the Kensington Reference Catalogue of Books on 
Art, Qu^rard's La Literature franfaise contemporaine, Lorentz' Catalogue gMral de 
la IMfrairie franfoise, Heinsius' BUcher Lexikon, Hinrichs* Bikhereatalog, and divers 
sales catalogues. My thanks are due to Mr. Campbell Dodgson and Mr. Lawrence 
Binyon for supplying me with several titles and dates of ^tions, and likewise to 
Mr. S. R. Koehler, of Boston, U.S.A., whose kind assistance was modified only by 
the circumstance that I called upon it on exceedingly short notice. 
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1635 
Bate, John. Mysteries ol Nature and Art. (2nd edit.) London : 4to. [7 

165s 

Bate, John. Mysteries of Nature and Art (^ edit) London : 4to. [8 

1645 

BossE, Abraham. Trait6 des mani^res de graver en Taille douc^sur I'airain, 
par le moyen des eaues fortes et des vemix durs et mols : ensevdble de 
la fa9on d'en imprimer les planches et d'en construire la presses A. 
Paris: 8vo. Illustrated. [9 

C. 1645 

Argues, Gerard des. Mani^re de graver en taille-douce, et d Teau forte. 
Paris: n.d. 8vo. [10 

1649 

Bosse, Abraham. Sentimens sur la distinction des diverses mani^res de 
peinture, dessein et graveure, et des originaux, d'avec leurs copies, etc. 
Paris: 8vo. [11 

1652 

BOCKLER, Georg ANDREAS. Kunstbuchlein handelt von der Radier- 
und Etzkunst .... durch Abraham Bosse, ins Teutsche befordert 
durch .... Niimberg: 8vo. [12 

1654 

Bate, John. Mysteries of Nature and Art Third [4th] Edition, with many 
additions. London: 4to. [13 

1662 

Faithorne, William. The art of graveing, and etching, wherein is exprest 
the true way of graveing in copper, allso the manner and method <& 
that famous Callot and M. Bosse, in their severall ways of etching. 
London: 8vo. [14 

(Bosse, A.) Traitd,^/^. TranskUed into Dutch, Amsterdam: i2mo, [15 

1669 

BoCKLER, Georg Andreas. Radier-Biichlein, Handelt von der Etzkunst . . . 
Erstmals durch Abraham Bosse ... in Franzosischer Sprache 
beschrieben, Anjetzo aber Zum Andemmal ... in Teutscher Sprach 
herauss gegeben und vemehrt Sampt einer Zugabe von der Herold- 
M£dil-und Reiss-kunst, mit dazugehorigen Figuren, durch Georg: 
Andream B5ckler. Niimberg: i2mo. [16 
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1670 

Salmon, William. Polygraphice, or the Arts of Drawing, Engraving, 
Etching, Limning, Painting, Colouring . . . London: 8vo. [17 

1672 

Salmon, William. Polygraphice, or the Arts of Drawing, Engraving, 
Etching, Limning, Painting, Colouring, etc, etc. (2nd edit) London : 
8vo. Illustrated. [18 

1673 

BOCKLER, Georg ANDREAS. Abraham Bosse's grundliche Anweisung zur 
Radier- und Etz-Kunst (3rd edit. ?) Numberg: 8vo. [19 

Salmon, William. Polygraphice. (3rd edit.) London : 8vo. [20 

1675 

Browne, Alexander. Ars Pictoria : or an Academy treating of Draw- 
ing, Painting, Limning, Etching. To which are added 31 copperplates. 



with Appendix on Miniature Painting. London : fol. 
The same, (2nd edit) London : fol. 



21 
22 

L23 



Salmon, William. Polygraphice. (4th edit) London : 8vo. 

1685 

Salmon, William. Polygraphice, etc. The 5th edition, enlarged and 
adorned with 25 copper Sculptures (by W. Sherwin). London : 8va [24 

1685-1700 

Salmon, William. Polygraphice, etc, [Four? intermediate editions.] 

[25-28 
1 701 

Bosse, Abraham. Traits, etc, (Second edition, in French.) Paris. [29 
Salmon, William. Polygraphice, etc. (Tenth edition, 2 vols.) Lon- 
don : 8vo. (Some catalogues call this the 8th ed.) [30 

1722 

Le Blon, J. Chr. Nouveau genre de Peinture, ou Tart, d'imprimer des 
portraits et des tableaux en huile, avec la m^me exactitude que sMls 
^toient faits au pinceau. Lonaon : 4io, [31 

Coloritto ; or the Harmony of Colouring in Painting : Reduced to 

mechanical Practice, under Easy Precepts and Infallible Rules. 
s.L & a. 4to. [32 

1730 

Le Blon, J. C. II Coloritto ; ou I'harmonie du coloris dans la peinture, 
r^duite k des principes infaillibles, et k une pritique mdcanique, avec 
des figures imprimees en couleur, pour en faciliter Tintelligence. 
s.l. 4to. [33 
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1732 
H AUCKWITZ, J. An essay on engraving and copper-plate printing, to which 
is. added Albumazar, or the Professors of the Black art, a Vision Hn 
verse]. London: 4to. [34 

1737 

Le Blon, J. C. Coloritto ; or the Harmony of Colouring . . . London : 
[With 5 specimens.] [35 

1740 

FUNCK, J. M. Kurze, doch niitzliche Anleitung von Form und Stahl- 
schneiden . . . Erfurt: 8vo. [Illustrated.] [36 

1745 
BosSE, Abraham. Trait^ etc, [New edition by C. N. Cochin, jun.] 

Paris: 8vo. [37 

Anon. Mani^re de graver \ Teau forte et au burin. Paris (/) .• [38 

BOCKLER, G. A. [Adaptation of Bosse's ' Traits ' into German, by G. A. 

Bockler. 4th edit. (?)]. Numberg : 8vo. [39 

1747 

Anon. Sculptura-Historico-technica : Or the history and art of Ingraving. 
Containing I. . . . II. . . . III. . . . IV. . . . V. . . . of Ingraving, 
Etching, and Scraping on Copper, as now practised, with Cuts to 
illustrate it. Extracted from Baldinucci, Florent le Comte, Faithome, 
the Abecedario Pittorico, and other Authors. London: i2mo. (2nd 
edit The first appears to have come out the same year. According 
to the Brit Mus. Catalogue it forms a second edit of ' Repertorium 
sculptile-typicunL^) [40 

1749-50 

Gautier, J. Lettres concemant le nouvel Art de graver et d'imprimer les 
tableaux. Paris: i2mo. [Illustrations.] [41 

I7S4 

FUNCK, J. M. Kurze, doch niitzliche Anleitung, etc, [Second edition.] 
Erfurt :%wo. [Illustrations.] [42 

Jackson, J. B. An Essay on the Invention of £ngraving[ and Printing in 
Chiaro Oscuro, as practised by Albert Durer, Hugo di Carpi, etc, and 
the application of it to Making Paper Hangings of Taste, Duration, and 
Elegance, by J. B. Jackson, of Battersea. Illustrated with Prints in 
proper Colours. London : 4to. [43 

1756 

[Gautier de Montdorge.] UArt d'imprimer les tableaux. Traits 
Q'apres les Ecrits, les Operations & les Instructions verbales, De J. C. 
Le Blon. Fr, and Eng, Paris:, ^yo, [Illustrations.] [44 
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Gautier, J. Lettre k Fauteur du Mercure sur Pinvention et Futility de Tart 
d'impnmer les tableaux. Paris: i2ino. [Dated 13 March, 1756. A 
second ' letter ' followed in the same year.] [45 

1758 

BOSSE, Abraham. De la mani^re de graver k I'eau forte et au burin, et de 
la gravure en mani^re noire. Par Abraham Bosse. Nouvelle edition, 
augmentde de Fimpression qui imite les tableaux, de la Gravure en 
mani^ de crayon et de celle qui imite le lavis. Enrichie de vignettes 
et 21 planches en taille douce. Paris: 8vo. [46 

Dossi^ Robert. The Handmaid to the Arts. (Of the substance used in 
Pamting, of engraving, etc. etc.) The whole being calculated, .... to 
initiate those who are desirous to attempt these arts, etc, London : 8vo. 

[47 
Anon. Sculptura-Historico-technica. [Third edition.] s.a. sed c. 1758. 

[48 
1760 

FRAN901S, Charles. Lettre k Mr. Saverien sur Futility du dessin et 
de la gravure dans le goiit du crayon. Paris : i2mo. [49 

1 761 

BoCKLER, G. A. [Adaptation of Bosse's ' Traits ' into German, by G. A. 
Backler. 5th edit. (?).] Numberg: 8vo. [50 

RUEDA, Manuel de. Instniccion para gravar en Cobre, y perfeccionarse 
en el gravado a buril, al agua fuerta, y al humo, con el nuovo metodo de 
gravar las planchas en colores. . . . Madrid: i2mo. [51 

1764 

Dossie, Robert. The Handmaid to the Arts. (Of the substance used in 
Painting, of engraving, etc etc.) . . . Tlie 2nd edition, with considerable 
additions and improvements. London : 8vo. [52 

Pernetv, Anton Joseph. Handlexikon der bildenden Ktinste, worin 
alles, was beim Zeichnen, Malen, Bildhauen, Kupferstechen, Stein-, 
Metall- und Formschneiden, Aetzen und Giessen iiblich ist, erklart wird, 
etc,^ aus dem Franzosischen. Berlin : 8vo. [53 

1765 

NiTZSCHE, C. Th. Die Kunst in Kupfer zu stechen A translation of 

the 2nd edit, of Bosse's < Traitd' Dresden, [54 

1766 

Papillon, J. M. Traits historique et pratique de la gravure en bois. Par 
J. M. Papillon, ..... Ouvrage enrichi des plus jolis morceaux de sa 
composition & de sa gravure. Tome Premier: contenant toute 
la partie Historique. Tome Second Contenant tous les principes de cet 
Art. Paris :%\o. [Illustrated.] [55 

O 
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1768 

[Gauthier DE Mont D*Orge.] Uait d'imprimer les Tableaux. Tnutd 
d'apr^s les ^rits, les operations et les instructions verbales de J. C. 
Le Blon. Fr.andEng, Paris :Z\o. [Three plates, one in colours.] 

[56 
1769 

Bonnet, Louis. Le Pastel en gravure invents et ex^cut^ p. Louis Bonnet, 
compost de huit ^preuves qui indiquent les difTf^rens degrds. Paris: 
8vo. [57 

1770 

Anon. Sculptura-Historico-technica ... To which is now added a 
chronological and historical series of the painters from the eleventh cen- 
tury. With copper-plates. The fourth edition. London: i2m<ix. [58 

1771 

Luce, Louis RenL Essai d'une nouvelle typographie om^ de vignettes, 
fleurons, trophdes, cadres et cartels. Paris : 4to. [59 

1772 

Bylaert, Jo. J AC. Nieuwe Manier om Plaet-Tekeningen in 't Koper te 
bringen, van een, twee of meer Couleuren . . . Aengetoond en uitgevoerd 
door J. J. Bylaert — Nouvelle mani^re de graver en cuivre . . . Traduit 
du hoUandois par L. G. F. Kerroux. Dutch and Fr, Leiden : 8va 

[60,61. 

1773 

Bylaert, J. J. Neue Manier, Kupferstiche von verschiedenen Farben lu 
verfertigen nach Art der Zeichnungen von Johann Jakob Bylaert, Maler 
und Kupferstecher in Leyden, erklart und ausgefiihrt. Aus dem 
Franz5sischen und HoUandischen iibersetzt. Amsterdam and Leipzig: 
i2mo. [62 

Stapart. Uart de graver au pinceau, nouvelle m^thode plus prompte 
qu'aucune de celles qui sont en usage, c^u'on peut ex^cuter facilement, 
sans avoir Fhabitude du burin ni de la pointe, mise en jour p. Mr. Stapart. 
Paris: i2mo. [63 

1780 

Leprince, J. B. Ddcouverte d*un proc^dd de gravure en la vis, par M. 
Leprince. Paris :/^io, [A prospectus. J [64 

Stapart. Die Kunst mit dem Pinsel in Kupfer zu stechen. Neue 
Methode, die viel geschwinder, als alle bisher iibliche geht, und leicht 
ausgefiihrt werden kann, wenn man auch gleich mit dem Grabstichel 
Oder der Radiemadel nicht umzugehen wiisste. Aus dem Franzosischen 
des Herm Stapart iibersetzt von M. J. C. Harrepeter. Niimberg: 
i2mo. [65 
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1790 

TiSCHBEiN, JOHANN Heinrich. Kurzege£asste Abhandlung uber die 
Aezkunst und die geazten 84 Blatter, welche durch Johann Heinrich 
Tischbein, Inspektor der furstlichen Bildergallerie zu Cassel, herausge- 
geben sind. Zur Belehrung fur angehende Kiinstler und Liebhaber. 
Ccusel: folio. [66 

Booth, T. A catalogue of Pictures, copied for Sale by a Chymical and 
Mechanical process, the Invention of Mr. Joseph Booth; Exhibited . . . 
by the Polygraphic Society . . . Being their Fifth Exhibition : opened 
in November, 179a To which is prefixed a Short Address relative to 
the Nature and Utility of this new invention. London : 4to. [67 

1 791 

Anon. Valuable Secrets in Arts and Trades ; or approved Directions 
from the best Artists for the various Methods of Engraving. London : 
(Baker) i2mo. [68 

1793 

SCHWEGMAN, H. Het overbrengen von een tekening op een koperenplat 
HcarUm: 8vo, [69 

1794 

GuTLE, J. C. Die Kunst nach Zeichnungsmanier in Kupfer zu stechen, 
Kumer zu drucken und Formen zu schneiden. Mit vielen andern, 
in diese Wissenschaften einschlagenden Kiinsten. Nebst Gautier des 
Nimes Kunst, zu tuschen. Mit Kupfem. Niimberg: 8vo. [70 

(Spilsbury, F.) The Art of Etching and Aquatinting, strictly laid down oy 
the most approved masters, sufficiently enabling Amateurs in Drawing 
to transmit tneir works to posterity .... with a specimen of Landscape 
and Profile, by F. Yrubslips. London : i2mo. [71 

Anon. The Artists Assistant. . . . The Sixth Edition improved. Phtla- 
dtiphia : \2mo, [Illustrations : j^^M^^^/V. it/* 1 801.] [72 

1795 

GUTLE, J. C. Kunst in Kupfer zu stechen, zu Radieren und zu Aezen, in 
schwarzer Kunst und punktirter Manier zu arbeiten. Ehemals durch 
Abraham Bosse etwas davon herausgegeben, jetzo aber ganz neu 
bearbeitet und mit den neuesten Erfindungen der heutigen Kiinstler 
beschrieben, zur Belehrung fiir angehende Kiinstler und Liebhaber. 
Mit Vignetten und XIX Kupfem. Niimberg. [73 

Schellenberg, Rod. Kurze Abhandlung iiber die Aetzkunst. Winter- 
ihur: 8vo. [74 

1796 

DossiE, Robert. The Handmaid to the Arts. (3rd edit.) London : 
i2mo. [75 

MiLiziA, Francesco. Delle incisione delle stampe .... corretto, ed 
arricchito di notizie. Bassano : 8vo. [76 
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1797 
J.F.A.C. Anweisung fur An&iger im Kupferstechen. Altenburg: Zvo. [77 

1798 
MILIZIA, Fr. Delia incisione delle stampe. Bassano : 8vo. [78 

1799 
Anon. The Artist's Assistant. The sixth (xrV /) edition improved. London: 
8vo. [Illustrations.] [79 

1800 

SCHAD, T. V. Praktisches Handbuch fur Zeichner, Kupferstecher, Illumi- 
nisten, Kupferdrucker und Kunstliebhaber. Gesammelt und herausge 
geben von Fr. Theod. von Schad. Mit Diirers Portrait als Titelvignette. 
Augsburg: 8vo. [80 

C. 1800 

Anon. Die Radier- und Aetzkunst fur Anfanger. Halle: s.a. 8vo. [81 

1803 

HODSON, Thomas. The Cabinet of the Arts ; or, a Complete System of 
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London : 1803-6, 410. [82 

Anon. The complete Aquatinter ; being the whole Process of Etchmg 
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necessary. London: 410. \^'^ 

1 801 
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valuable Selection of Miscellaneous secrets. Illustrated with Plates. 
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1804 

Mevnier, Johann Heinrich. Anleitung zur Aetzkunst besonders in 
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herausgegeben von Johann Heinrich Meynier .... Mit 11 Kupfertafeln. 
Hof: 8vo. [85 

1805 

SCHWARZ, P. W. Neue und griindliche Art, die Aquatinta oder Tusch- 
manier . . . . zu erlemen .... Mit 7 Kupfem. NUmberg: 8vo, [86 

1806 

SCHWBGMANN, H. Verhandeling over het Gra\'eren in de Manier van 
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door H. Schwegmann, Kunstschilder. Haarlem : 8vo. [87 
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of processes in Chap. III.) [88 

1808 

Orme, Edw. An essay on transparent prints and on transparency in 
general. Eng. and Fr. London : fol. [Illustrations.] [89 

1811 

Hasseli^ John, Chalcographia, or the Art of imitating Chalk, black-lead, 
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[Illustrations.] ' [90 

Improvement in the A^uatinta Process, by which Pen, Pencil and 

Chalk Drawings can be imitated. (Separately printed from Nicholson's 
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1813 
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Senefelder, Aloys. Vollstandiges Lehrbuch der Steindruckerei. MUn- 

chen: 4to. [Illustrations.] [98 

(Mairet.) Notice sur la lithographie, ou I'Art d'imprimer sur pierre. 

Dijon: i2mo. [Illustrations.] [99 
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103 

Stopping out, 71 

Strobel, 107 

Substitute processes, 164 ; chemical, 
165 ; electrical, 165 ; mechanical, 
166 ; photo-mechanical, 166 and 
foil. 

Suggestiveness in etching, 70 

Sulphur-tints, 95 

Suxtace methods criticised, 158 

Surfiftce processes in intaglio-en- 
graving, s. Mezzotints, Aqua-tints, 
Crayon-method, and Stippling 



Taste, not inborn but acquired, 139, 

140 
Thoumeyssen, 59 
Three-colour printing, artistic, 117; 

photo-mechanical, 175 
Tiepolo, 76 
Tischbein, 109 
Titian, s, Vecelli 
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Transfer paper, 125 
Transferring, 9, 27, 66, 125 

Vaillant, 88 
Vallotton, 25 
Vangelisty, 104 
Vecelli, i, 20, 143 
Velasquez, 5, 144 
Vemet, 129 

Waltner, 73 
Watermarks, 15 
Watson, C, 104, 115 
Wataon, J., 103 
Wenzel von Olmiitz, 38 
West, 156 

Whistler, 44, 70, 130^ 161 
Wohlgemuth, 19 



Woodcut, blade line, 9 ; oldest dated 
spechnen, ri ; cnideness of early 
specimens, 12 ; colouring of same, 
19 ; conventionality of the art, 18 ; 
Diirer's style, 18 

Woodcut, chiaroscuro, 10 ; origin of, 
19 ; German and Italian compared, 
20 

Woodcut, dotted prints, 21 

Woodcut, white line, 10 ; early stage 
o^ 20; development o^ 22 ; modem 
art of, 23 ; its advantages those of 
half-tone, 24 ; its weakness, 136 

Woodcuts as book illustrations, 25 

Woodcutter distinct from tlie 
draughtsman, 17 



Zanbtti, 20 

Zincography, 168 ; its flings, 170 
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